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Abstract 
This dissertation was written as part of the MA in the Classical Archaeology and 
Ancient History of Macedonia at the International Hellenic University.  
 
From the research, so far it is known that terracotta figurines as grave offerings are 
neither frequent nor necessary. However, during the Hellenistic period Aphrodite’s 
figurines, in a variety of iconographical types, usually with Eros as a companion, 
dominate the funeral offerings not only in Macedonia but also in other locations such 
as in Asia Minor. In Hellenistic Veroia, where the local society is familiar with the 
mystery cults, the goddess syncretizes with Eastern deities who promise immortality to 
their initiates and thus strengthen her role as protector of the deceased even more. Of 
great interest, though, is the question why a goddess linked with fertility, beauty and 
allure becomes the protector of women and young girls in their eternal home. Her 
funerary dimension is mentioned in ancient sources who attribute her with various 
chthonic names such as “Μελαινίς”, “Τυμβωρύχος” or ”Μυχεία”. It seems that within 
the graves, Aphrodite serves as a mother figure, and maybe it is her exceptional 
beauty that becomes apotropaic for the sorrow and tears Death inevitably brings. 
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Preface 
The reason why I chose to get involved in the presentation of the terracotta figurines 
of Aphrodite and Eros within the funeral context of the Hellenistic rock-cut chamber 
tombs of Veroia, is because I found it intriguing that a goddess most known for her 
erotic allurement and voluptuous figure, would be found in burials as a grave offering.  
This thesis will examine the role of Aphrodite and Eros in the Underworld and the 
connection of the Goddess to chthonic Dionysus and syncretized eastern gods, such as 
Isis and Adonis. It will be specifically examined how bearing their attributes made her a 
mediate between the deceased and the gods who promised immortality and re-birth 
to their initiates. Moreover, her symbolism in the child burials will be discussed and 
how a not traditional kourotrophos deity, takes the role of an eternal mother for the 
deceased children. 
At this point I would like to express my gratitude to my supervisor, Professor Chrysoula 
Saatsoglou-Paliadeli, whose crucial observations helped me complete this thesis and 
her deep knowledge was intergraded into my research and expanded my course of 
thinking on the subject. 
I am also greatly indebted to Dr. Athanasia Kyriakou, for her valuable guidance and 
support and to Dr. Georgia Aristodemou, for her constant presence all of these months 
and her solutions at any problem that might have arisen. 
Before the end of my acknowledgements, I would like to thank my family and close 
friends for their support at all levels and lastly I would like to expose a great desire of 
mine to dedicate this thesis to the evening high school of Pangrati in Athens which I 
have attended for four years. If it was not for my teachers back then, who gave me a 
second chance in education at an older age and taught me how to achieve higher goals 
that seemed impossible, this thesis would have been an elusive dream. 
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Introduction 
Veroia lies in the eastern foothills of Mount Vermion, on a plateau looking over the 
plain, a critical point for the expansion of the city. The first historical reference for the 
city comes from Thucydides1 and it seems that the city’s prosperity was during the 
reign of the Antigonids2. Hellenistic Veroia was a prominent religious and political 
center, as the inscriptions and the excavated public buildings, in the center of the city, 
indicate3. 
The rock-cut chamber tombs, however, belong to a turbulent historical context that 
marks the final dissolution of the Macedonian state before its division into Roman 
provinces4. Subsequently, the tombs are integrated into the final thirty years of Philip 
V’s kingship, and the first ten of Perseus’ rule; possibly some burials belong to the next 
period when the state had already turned into a Roman province. So they extend from 
the last years of the 3rd century BC to the period right after the mid-2nd century BC5. 
As a result, the careless construction of the tombs and the relatively poor quality of 
the pottery indicate limited economic capacity that may be connected to the 
problematic political situation the Macedonian state was faced with during the course 
of its decline6. 
As far as the grave offerings are concerned, the habit of placing favoured objects of the 
deceased in the grave is very old and is related to the belief that life goes on beyond 
death. It is possible that some offerings for instance amphorae, cups, unguentaria, 
could be linked to funerary rituals7. 
The terracotta figurines as grave offerings, in particular, and their interpretation, 
however, is a question that occupied scholarship as early as the 19th century. Thus, 
                                                 
1 Thuc., History of the Peloponnesian War. 1.61.4. 
2 Tataki 1988, 43. 
3 Τζαναβάρη 1996, 7. 
4 The fragmentation of the Macedonian state was a result of the so-called 3rd Macedonian war, which 
led to the fall of the Antigonid dynasty (Eckstein 2010, 250). Lucius Aemilius Paulus defeated Perseus at 
the battle of Pydna in 168BC and the kingdom was divided to four self-governing “cantons”, the so-
called μερίδες (Nigdelis 2007, 51). 
5 Δρούγου and Τουράτσογλου 1998, 183. 
6 However, it seems that the grave offerings within the transition from the 3rd-2nd centuries BC reflect a 
more prosperous financial context (Δρούγου and Τουράτσογλου 1998, 185). 
7 Λιλιμπάκη-Ακαμάτη 1994, 247. 
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various theories have been posed such as that the figurines were apotropaic objects, 
works of art, portrayals of family and friends of the dead, deities that protected the 
deceased, symbolic objects used during Dionysiac rituals8.  
It has also been suggested that typically female objects in  graves, such as hairpins, 
loom weights, pottery used for depositing make-up, as well as terracotta figurines of 
Aphrodite and Eros signifies a woman’s role as a bride, a wife, a mother9. Wardle, who 
examined figurines of Anadyomene in their context10, argues that since male graves 
also had offerings of female figurines or Eros, their presence should not necessarily 
signify a woman’s grave11. However, she observes, that children’s graves were most 
likely to contain terracotta figurines12. 
Even though no subject depicted can be taken as sheer evidence indicating the gender 
of the grave’s occupant13, in Veroia’s rock-cut chamber tombs the terracotta figurines 
as grave offerings are part of women’s and girls’ burials. No male burial had such 
offerings. Additionally, the majority of the child burials belonged to young girls14.  
However, the ratio of excavated tombs with terracotta figurines as grave offerings is 
not equal: the terracotta ensembles were limited, which confirms the researchers’ 
conclusion that the figurines are not the typical offerings in a burial15. Their presence 
was not essential as with other offerings that are considered symbolic16. 
                                                 
8 Τζαναβάρη 2002, 286. 
9 Archaeologist Daniel Graepler (Tonfiguren im Grab: Fundkontexte hellenistischer Terrakotten au der 
Nekropole von Tarent, 1997) formulized this theory after his examination on grave offerings from Taras 
(Wardle 2010, 127). 
10 Among other contexts, she examined for her Doctoral Dissertation, the figurines of the Anadyomene 
type in funerary context from three necropoleis: Myrina, Stobi and Eleus (Wardle 2010, 125-144). 
11 In analogous cases, stregils found in women’s and children’s burials, as well as jewellery of grown-ups 
in children’s graves is not according to age and gender (Λιλιμπάκη-Ακαμάτη 1994, 250). 
12 Wardle 2010, 143-144. 
13 Ibid., 144. 
14 Τζαναβάρη 2002, 52. 
15 Ibid., 52. Wardle also observed that across all sites (Myrina, Stobi and Eleus) she examined, the finding 
of terracottas in the graves was relatively rare. E.g. only four of forty-eight graves uncovered at Stobi 
had figurines among their offerings (for more on her conclusions, see Wardle 2010, 142-144). 
16 Λιλιμπάκη-Ακαμάτη 1994, 249-250. 
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Moreover, the quantity of the figurines in the burial is dictated by the type of the 
tomb. For instance, the vaulted family rock-cut tomb had more space for a plethora of 
figurines than the vaulted individual one or the pit-graves17. 
Back to the meaning of the terracotta figurines, one crucial point for their 
interpretation is where they were discovered - their find spot. Workshops in several 
cases were located in building complexes in the agoras of the cities. Consequently, the 
same types of figurines are found in sanctuaries, domestic contexts or tombs18.  
Figurines found in graves and figurines excavated from households and sanctuaries, do 
not differ. Therefore, the hypothesis that figurines were made exclusively for graves 
cannot be supported19. The iconographical types found in tombs should be interpreted 
taking into account the period they are dated, the age and gender of the occupant of 
the grave and the social status they belonged to, determined by the type of the 
funerary monument and the quantity of the grave offerings20.  
Pursuing the favour of the chthonic deities for the protection of the dead was, 
according to most scholars, the reason behind placing figurines of certain types in the 
graves21. 
In Veroia’s rock-cut chamber tombs, in particular, the presence of Aphrodite and Eros 
in the terracotta figurines as burial offerings is catalytic. It might seem strange at first, 
why would Aphrodite be selected for a funerary purpose and not Persephone who is 
identified more often with the Underworld. However, her chthonic dimension was not 
unknown to ancient sources, and in Veroia’s tombs, she is blended with the general 
trend of the Hellenistic period: religious syncretism. 
As mentioned in the beginning, the tombs belong to a historically troubled era. 
Recurrent wars, invasions of Illyrian and Dardanian tribes, the burden of taxation and 
                                                 
17 For a detailed ratio, see Τζαναβάρη 2002, 53. 
18 Τζαναβάρη 2002, 217. 
19 Λιλιμπάκη-Ακαμάτη 1994, 249-250. 
20 Τζαναβάρη 2002, 287. 
21 Λιλιμπάκη-Ακαμάτη 2017, 36. 
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the constant violent war conflicts22, renders the possibility of death a tangible scenario 
and the need for a promise of re-birth or afterlife prosperity grows bigger. 
In general, the Hellenistic period is characterized by the flourishment of mystery cults 
as the cosmopolitan character of Alexander III’s expansion to the East, brought the 
individual into the spotlight. Moreover, the city-state ceases to exist, and the 
traditional trust in the Olympian pantheon is shattered.  
The grave offerings of Aphrodite in a female burial is not an innovation of the period23. 
However, in Veroia, what makes the offerings more distinctive is that the goddess 
bears a variety of Dionysiac attributes, sometimes Isis-related symbols and holds 
apotropaic or funerary objects with her extended arms. Moreover, it is characteristic 
that in one little girl’s burial, she is represented in a unique kourotrophos synthesis, in 
thirteen figurines. Eros is also present in the children’s burials usually depicted as a 
carefree child playing with animals or mimicking typically child occupations, such as 
reading a diptych. 
This study aims at investigating the exceptionally distinct funerary aspect of the two 
deities and their relation to Dionysus, Isis, and Adonis, who are all present in the 
burials and represent the idea of rebirth and immortality of the soul. Additionally, the 
role of Aphrodite as a kourotrophos deity accompanying the deceased children will be 
investigated, a role not traditionally attested in Aphrodite. 
 
                                                 
22 Δρούγου and Τουράτσογλου 1998, 183. 
23 Τζαναβάρη 2002, 224. 
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Part I. 
I.1. Rock-cut Chamber Tombs in Hellenistic Macedonia. The Case of the 
Veroia Rock-cut Chamber Tomb Burials 
The rock-cut chamber tomb type was widely distributed in the Mediterranean and 
extends as far as the south coast of Russia24. The exploitation of the natural rock 
created an abundance of such constructions and formed a distinct group of grave 
architectural monuments. In addition to the bedrock that was suitable for hewing, it 
was also a cheaper and quicker way to build a funerary monument25. 
It is the same case pertaining to the rock-cut chamber tombs of Veroia, a type 
prevalent during the Hellenistic times in the area, where indeed the limestone rock of 
the soil provided the opportunity for easy and safe rock-cutting26. This type is also 
found in Bottiaia and generally in Macedonia, such as in Amphipolis and Pella. In 
particular, tombs from Bottiaia, have the most architectural facades out of all the 
known chamber tombs, such as at the village of Marina, at Emathia27 (Figure 1). 
Moreover, rock-cut chamber tombs do not seem typical in Macedonia before the 3rd 
century BC. The earliest example discovered so far, however, comes from Pydna and 
belongs to the Iron Age. The 3rd century BC examples are fewer and heavily influenced 
by the so-called Macedonian tombs, but the majority comes from the 2nd century BC 
when the “Macedonian” tombs started to decline and eventually ceased to exist28.  
In this way, the Hellenistic rock-cut chamber tombs in Veroia were large funerary 
monuments and were used for family burials. They are located in the eastern, northern 
                                                 
24 Δρούγου and Τουράτσογλου 1998, 187-188. See also Λιλιμπάκη-Ακαμάτη 1994, 44-48. 
25 Λιλιμπάκη-Ακαμάτη 1994, 261-262. 
26 Ανδρόνικος 1955, 23. 
27 It is representative of the transitional stage between the built “Macedonian” tomb and the rock-cut 
chamber one (Δρούγου and Τουράτσογλου 1998, 187-188). 
28 Λιλιμπάκη-Ακαμάτη 1994, 262. 
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and southern part of the city and date between the 3rd and 2nd centuries BC according 
to the movable material29. 
The orientation of the graves seems to rely, to an extent, on the major road arteries 
that in ancient times joined the city with the rest of the world. However, the 
orientation, as well as the choice of location, depends much more on the configuration 
of the soil30. 
Thus, a rock-cut dromos or a staircase reaches the entrance. In a small number of 
instances, the door is just an opening, but in the majority, the doors have architectural 
features and can be compared to funerary stelae surmounted by pediments. The door 
opening is blocked by rows of poros blocks31 (Figure 2). 
The subterranean tombs have one or two chambers with a vaulted ceiling. In the case 
of two-chambered tombs, the second chamber is a repetition of the first, and that is 
the essential feature that differentiates them from the so-called Macedonian two-
chambered tombs32.  
The bodies of the dead are placed either on wooden stretchers (Figure 3), in most 
cases not directly on the floor but on couches, which typically form a Π shape33 or 
larnakes cut into the rock34. The stretchers range between 1.50-1.60 m in length, 0.40-
0.60 m in width and are covered with textile or leather35. The grave offerings are 
placed either around the bier or on the top of the dead body. Many grave goods 
attributed to the burials are highly favoured by the significant amount of available 
space the tombs have to offer36. 
                                                 
29 Bronze coins accompanying the burials, were issues of Philip V and his son Perseus, the last of the 
Antigonid kings, in the name of Macedonia and the Bottiaians, the cities of Thessaloniki and Pella and of 
Macedonians under the Romans. Thus, they date from the period 220-166/5 BC and only one girl’s 
burial dates in the middle of the 1st cent. BC (Τζαναβάρη 2002, 284). 
30 Δρούγου and Τουράτσογλου 1998, 107. 
31 Δρούγου and Τουράτσογλου 1998, 187. 
32 Ibid., 187. 
33 Λιλιμπάκη-Ακαμάτη 1994, 90. 
34 Τζαναβάρη 2002, 284. 
35 Δρούγου and Τουράτσογλου 1998, 174. 
36 Τζαναβάρη 2012, 355. 
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In addition, typical offerings are the terracotta figurines and clay vases and less 
metallic vessels and objects such as jewellery, accessories of the attire or weapons37. A 
preference for placing the aryteres and amphoras near the head is observed and a 
unique burial custom of placing coins in handleless cups and of lamps inside aryteres38. 
The latter underlines the symbolic use of this vessel when used in ceremonial rites and 
despite its plain shape, it accompanied the dead regardless of their social status39. 
Concluding, in Macedonia, the great number of the rock-cut chamber tombs, which 
appear towards the end of the 3rd century BC, and they prevail in the mid-2nd BC, is 
dictated by the socio-economic conditions that require cheaper and easier funeral 
constructions40. Their survival in Greece in general is attested during the Roman period 
as well41. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                 
37 Τζαναβάρη 1996, 13. 
38 Δρούγου and Τουράτσογλου 1998, 189. 
39 Τζαναβάρη 2012b, 140. 
40 Λιλιμπάκη-Ακαμάτη 1994, 98-99. 
41 A big rock-cut chamber tomb of the roman period, constructed in a natural cave, has been discovered 
at the south of Veroia (Ayia Varvara), Λιλιμπάκη-Ακαμάτη 1994, 47, n.54. 
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I.2. The Veroia Figurine Workshop: Architectural Remains, Techniques, 
and Craftsmen  
Even though in the city of Veroia it has not been possible, yet, to identify the 
workshop’s premises, through excavation work, however, it is possible to identify the 
characteristics of the local workshop that certify its function42 through scientific 
research. 
Thus, the foundation and the peak of the workshop can be chronologically mapped 
through the funerary monuments and their closed, undisturbed burial ensembles. The 
earliest indications for the beginning of the production, so far, is traced in the last 
quarter of the 3rd century BC, however, only a very small specimen of figurines belongs 
to this period43.   
The local production was adapted to the contemporary artistic tastes, increased 
demand and purchasing power of a continually rising social class for a relatively 
inexpensive product that is linked to religious rituals and burial practices44. This 
increased demand brought coroplasts from the Macedonian capital, Pella, to Veroia, 
where they organized workshops45.  
Veroia was never a center with  a tradition in the craftsmanship of terracotta figurines 
and even though a few figurines belong to the end of the 3rd century BC, as mentioned 
above, the workshop’s peak can be assigned to the middle of the 2nd century BC46. 
Presumably, it was initially supported by craftsmen from Pella who settled in the city, 
in that period of time47. Moreover, the comparative study of the iconographic types, 
the same repertory and the same archetypes of Pella, make this hypothesis stronger48.  
                                                 
42 Τζαναβάρη 2017a, 117. 
43 Five figurines belong to this period and only one figurine is chronologically traced earlier, in the 
beginning of the 3rd century BC (Τζαναβάρη 2002, 211). 
44 Τζαναβάρη 2017a, 118. 
45 Τζαναβάρη 2012a, 361-363. 
46 Τζαναβάρη and Αλλαμανή 1999, 46. 
47 Τζαναβάρη 2017a, 119. 
48 Τζαναβάρη and Αλλαμανή 1999, 47. 
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Τhe relocation of craftsmen was a common phenomenon of the large-scale workshops 
of mainland Greece and the Asia Minor coasts, where groups of figurine-makers 
migrated from Boeotia in 200 BC49. 
As for the figurines of the workshop of Veroia, the clay used is fine-grained and pure50. 
The remnants of the colours are poor, mainly because the white slip as well as the 
colouring, took place after the firing. The white slip served as a substrate for the 
colour, however in this workshop, the colouring was placed right on the clay, which 
resulted in hasty production51. 
The figurines are mainly light red, while fewer are red, reddish yellow, yellow, pink, 
and very light brown. Yet, at some points on the surface of a small number of figurines 
there are “spots” of lighter colors52. Those spots have been interpreted as being the 
outcome of insufficient circulation of air during the firing process53.  
The uniformity in the texture of the clay used for the Veroia’s ceramic and terracotta 
products is an indication that the raw material derives from a specific area. Although 
the precise location of ancient clay mines is difficult to trace, however, in the broader 
area of Kumaria, a town built at the foot of Vermio, large areas of clay beds have been 
identified54.  
As far as the technique is concerned, the figurines are mainly mould-made55 and are 
therefore hollow56. The frontal side is constructed by mould, and the figurines 
produced fall into three categories. In the first, the mould is used for the front side of 
the body and the head. In the second, the whole frontal side, along with their base, is 
mould-made; in the third category to which the majority of the figurines belongs only 
the body is mould-made, whilst the head and base are constructed separately57.  
                                                 
49 Τζαναβάρη and Αλλαμανή 1999, 47. 
50 Τζαναβάρη 2002, 55. 
51 Τζαναβάρη 2002, 62-63. 
52 Τζαναβάρη 2002, 55. 
53 See esp. Ακαμάτης 1993, 147, n.82. 
54 Τζαναβάρη 2002, 54-55. 
55 For the techniques of construction of the figurines in the Hellenistic period in general, see II.1. 
56 For the solid ones, see Τζαναβάρη 2002, 56, n.20. 
57 Τζαναβάρη 2002, 56-57. 
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The rear side is usually hand-modelled, during the time the figurines dried inside the 
mould. A second mould is rarely used; when it occurs, it is a choice dictated by the big 
dimensions of multi-faced complexes or when a central three-dimensional figure of a 
goddess58, requires complex and detailed drapery, attributes and accessories59.  
On the back side the figurines, bear vent-holes which are oval60 or almost circular61. 
Apart from being associated with firing within the kiln, these holes have been 
interpreted as contributing to the acceleration of the drying procedure within the 
mould and the reduction of their weight62.  
The shape of the base, is usually ellipsoid and is indicated on the front side only. 
Figurines which copy sculptural works, have more monumental bases, such as high, 
quadrilateral or stepped ones, or even circular. As the base is often part of the mould 
when the latter is not used, the base is usually omitted63. When the base is absent, the 
stability is ensured by spreading the drapery of the figure, in a way that it forms a base 
out of it64. This trick is also used by coroplasts of Myrina’s workshop, when the 
figurines have no bases either65.  
The repertory of the local workshop, is significantly defined by the funerary function of 
the figurines. In an analogous way, workshops situated near sanctuaries were defined 
by the worshipped deity and therefore the iconography was adapted to that context66. 
The coroplastic production of Morgantina, for example, was stimulated by the cult of 
Persephone67.  
At the workshop’s zenith, in the late Hellenistic period, the iconographic types are 
divided into two broad groups. The first associated with subjects of everyday life 
                                                 
58 E.g. Aphrodite in the Sandalbinder type, required in total twelve moulds (Τζαναβάρη 2002, 60). 
59 Τζαναβάρη 2002, 58-60. 
60 Oval vents have also the figurines at Pella’s rock-cut chamber tombs (Λιλιμπάκη-Ακαμάτη 1994, 216) 
and is generally a common shape at the late Hellenistic period (Τζαναβάρη 2002, 61, n.81).  
61 Only one figurine has triangular vent with rounded corners (see Τζαναβάρη 2002, 61, n.82). 
62 Τζαναβάρη 2002, 285. 
63 Τζαναβάρη 2002, 60. 
64 Τζαναβάρη 2002, 57. 
65 Burr 1932, 20. 
66 Τζανάβαρη 1996, 364-365. 
67 Αs Bell M. notes (1981, 81), out of the 446 catalogued terracottas found in six deposits associated 
with sanctuaries, the 150 were identified as Persephone. Muller A. (1990, 446) also detects a religious 
industry flourishing at the sanctuary of Evraiokastro at Thasos.  
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(puppets-dolls68, children figures, standing females, males) and the second with 
worship and religion-oriented themes (females holding libation vessels, the cycle of 
Aphrodite and Eros, Isis, dancing females)69. 
Similarly, the depiction of Aphrodite in many and various iconographic types, bearing 
Dionysian symbols, indicates that she is a distinguished deity within the local society 
and alludes to the protection of the dead during their transition in the underworld. The 
same protective role marks Eros in child burials70.  
The main iconographical types of the workshop are often repetitions of statuary 
prototypes of the Classical and Hellenistic period but are also influenced by earlier 
types of major coroplastic workshops71. At this juncture, there are two influential 
artistic trends, that can be detected on the standing female figures: the first is 
associated with early creations of Attic and Boeotian workshops and is traced in the 
frontal stance and the simple treatment of the drapery; the second is linked to 
compositions of the Myrina workshop of the 2nd century BC and can be traced in the 
rich drapery, the contrasting movements in stance and the translucent garments72. 
The circulation of the moulds and the extensive trade of figurines inevitably suggests 
that minor coroplastic workshops received a pre-defined repertory73. However, the 
workshop of Veroia had a distinctive personality especially as far as the prevalent 
figure of Aphrodite is concerned. Creation of original compositions of the goddess with 
impressive jewellery, headdresses and symbols is a result of specific artistic choices of 
the local craftsmen74. 
As far as the craftsmen are concerned, signatures appear on the moulds and figurines, 
in Veroia at the same time as in the big coroplastic workshops of Myrina (2nd century 
BC – 1st century AD) and Pergamon (early 2nd century BC)75. During this period, 
signatures of three coroplasts appear in the Veroia workshop: Αλε[ξάνδρου] (Figure 4), 
                                                 
68 The plaggones, which are figure dolls made of clay were popular children’s toys in ancient Greece. See 
the corresponding entry in LSJ.  
69 Τζαναβάρη and Αλλαμανή 1999, 48. 
70 Τζαναβάρη 2017a, 120. 
71 Ibid., 120. 
72 Τζαναβάρη and Αλλαμανή 1999, 50. 
73 Τζαναβάρη and Αλλαμανή 1999, 49-50. 
74 Τζαναβάρη 2002, 284-285. 
75 Τζαναβάρη 1996, 79-80. 
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who signs at the rear side of the figurines of Aphrodite in the sandal-binder type and 
Δι[ονυσίου] and Μη[νά] (Figure 5) who co-sign a unique three-figured complex of 
Aphrodite kourotrophos76. Naturally, anonymous craftsmen must have also worked in 
the workshop at the period of its peak77. 
Alexandros, the Sandal-binder Aphrodite maker, uses a pointed tool to form the 
drapery and further details of the face and body and is recognized as being the most 
talented coroplast of the local workshop78. He is distinguished by the use of classicistic 
elements, regarding the choice of the subjects as well as the rendering of the figures. 
His artistic production, according to the excavation data, is traced from around the 
beginning of the second half of the 2nd century BC79. 
Dionysios and Menas co-sign a unique three-figured synthesis of kourotrophos  
Aphrodite bearing Eros on her left shoulder and a little girl at her right side, carried out 
in a relatively sloppy way80. The use of the same mould for the face of Eros, which the 
coroplast Alexandros also used for Eros on his leaning Aphrodite suggests that all three 
probably worked together in the same workshop, during the same period81. 
Even though the signatures are statistically insufficient, it may not be accidental that 
the figurines bearing them belong to iconographical types that imitate sculpture82, as is 
the case with the Myrina figurines, the signatures of the types on which are also copies 
of sculpture, mythological subjects or standing youths83.                
By the examination of the figurines84 it is evident that some of them were constructed 
by moulds of 2nd or 3rd generation, which means that the local coroplasts used their 
own figurines for the construction of new archetypes. It is evident, therefore, that the 
workshops were family production units, handed down from father to son. They 
                                                 
76 Τζαναβάρη 2017a, 119. 
77 For the rest of the craftsmen and their style see Τζαναβάρη 2002, 67-75. 
78 Τζαναβάρη 2002, 286. 
79 Τζαναβάρη 2002, 68. 
80 Τζαναβάρη 2002, 68-69. 
81 Τζαναβάρη 2002, 69. 
82 Τζαναβάρη 2002, 67. 
83 Burr 1934, 8. 
84 Conducted by Katerina Tzanavari (Τζαναβάρη 1996). 
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presumably had a restricted quantity of moulds and a limited number of craftsmen 
working, nonetheless, with specialized knowledge85. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                 
85 Τζαναβάρη 2002, 75. 
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Part II. 
II.1. Figurines: Techniques and Methods of Construction during the 
Hellenistic period 
The manufacture of clay figurines is known as early as the Neolithic period. In the 
Greek world, the thousands of terracottas discovered in archaeological contexts, 
reveal their religious or domestic significance86. 
The use of mould improved the quality of the figurines and transformed them into 
mass-produced artefacts. The technique was known in the East already since the 3rd 
millennium and was introduced in the Greek territories through Cyprus or Syria into 
the workshops of Asia Minor, Rhodes, Crete, sometime in the 7th century BC. The peak 
of the mould-made figurines, however, is the Hellenistic period and especially the 
period during the late 4th, 3rd and 2nd centuries BC, where a single figurine can be 
constructed out of one and up to even more than fifteen moulds87.  
Thus, the manufacturing of terracotta figurines was practiced by a craftsman known as 
koroplathos or koroplastes88, also known as coroplast89. Until the late Hellenistic 
period, at the time when signed figurines are recovered90, not very much was known 
about the coroplasts. It is archaeologically and epigraphically attested that coroplasts, 
metalworkers, and potters worked close to one another in the same district91.  
Nonetheless, contrary to the potters, the sculptors and the metal craftsmen that are 
abundantly recorded in the sources, nothing is really known about the coroplasts, 
whereas the only information we get about them is through the excavation process92. 
                                                 
86 Uhlenbrock 1990, 16. 
87 Μπεχτσή 2017, 41. E.g. for the construction of the figurines of Aphrodite untying her sandal in 
Veroia’s tombs, twelve moulds have been used, see esp. Τζαναβάρη 2002, 60, n.62.  
88 In Greek: κοροπλάθος, κοροπλάστης. 
89 Muller 2014, 63. 
90 The earliest mouldmarks are attested in the coroplastic workshops of Taras, at the 4th century BC. See 
esp. Kingley 1981, 41-42. 
91 Uhlenbrock 1990, 15. 
92 Κουκουβού 2017, 46. 
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Until now, the excavation has not revealed a space, exclusively serving the purpose of 
a coroplastic workshop. Conversely, it seems like the different stages of figurine 
manufacturing took place in domestic districts that could possibly serve as coroplastic 
worκshops for example in Olynthos93, Delos, Abdera, Halos94 or in industrial districts 
such as in the shops of Pella’s Agora95 (Figure 6). Those spaces did not have the 
equipment for processing the clay or firing the figurines. Therefore they used the kilns 
and premises of the pottery workshops96. 
So, as far as the construction is concerned97, a mould was created by moist clay and 
less commonly by plaster, pressed around a hand-modeled archetype, also known as 
patrix. There are two different forms of moulding: the frontal and the double. The wet 
clay is pressed in layers over the front side of the archetype until an appropriate 
thickness is achieved. Once dried, it is removed from the patrix and is touched up with 
a modelling tool to incise the necessary details inside and then fired.  
To make the frontal moulded figurine, a thin layer of clay is pressed into the mould, 
and then another layer is attached and fastened with an application of slip to make a 
back. Furthermore, after drying it is removed from the mould and the figurine is ready 
(Figure 7), moulded on the front with a flat back and open underside98.  
As follows, in order to make double moulds, a layer of clay covers the entire archetype 
and once dried, it is cut vertically and removed in two sections. Those two sections are 
either furnished with tabs or with set-marks incised on the outside, to ensure proper 
alignment. In some cases, they bear string grooves, so they are fastened together99. 
Conclusively, after the final touching-up and firing, the moulds are ready to use.  
                                                 
93 See Muller 2014, 73, fig.12. 
94 Ibid., 73. 
95 Clientele approach in agoras, necropoleis and sanctuaries is not an uncommon phenomenon of the 
Classical and Hellenistic periods (Σανίδας 2017, 51). Coroplasts exercised in an urban environment, 
taking advantage of a demand for votive objects in nearby sanctuaries. Workshops in commercial 
buildings were located centrally, while the workshops of potters producing figurines, were located 
instead on the outskirts but never far outside the city walls, and in close proximity with necropoleis 
(Muller 2014, 76-77). 
96 Muller 2008, 4-5. 
97 Higgins 1987, 66-67. 
98 Higgins 1987, 66. 
99 Uhlenbrock 1990, 16. 
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The figurine out of the first mould can produce more moulds, the second generation 
moulds, which produces figurines of the same type that are used as models for the 
following series of moulds100 (Figure 8). This procedure can be repeated until the 
details will eventually degenerate (Figure 9), and the series of figurines produced will 
hereafter have lower quality and be shorter in height, as they will have shrunk 
between 10-20% of their original size101. 
Thus, in order to restore the details of the worn mould, the coroplast would enhance 
them with incision tools, made of wood or bone102. With this intervention, 
differentiated types will come out of figurines of the same series.  
When the figurine is less complex, it is completed after being taken out of the kiln. 
However, it was common that the coroplast would repair blemishes or attach 
supplementary parts, mould-made or hand-made, such as wings, bases, hair-
accessories or objects usually held in the hands of the figure103.  
Subsequently, in the Hellenistic period, the number of moulds for a single figurine is 
increased since figures became more three-dimensional depicting arms gesturing 
outwards from the body or flying figures with large and detailed wings104. The use of 
multiple moulds has, as a result, the production of figurines with common 
characteristics but at the same time differentiated in the details. Therefore, the 
personal talent and taste of each coroplast is reflected on those details and even if the 
inspiration came from widely known sculptural works, incised or hand-modelled 
details in drapery, anatomical characteristics or even the choice of colour gives a 
distinct style to the particular workshop105. 
Figurines were either open underneath or had a large ventilation hole cut in the back 
when they were closed underneath with a plaque base. Thus, the hole allowed the hot 
steam to escape and therefore prevented the figurine from bursting during the firing 
                                                 
100 Muller 2008, 3. 
101 Muller 2014, 67. 
102 Τζαναβάρη 2002, 62, n.94 
103 Higgins 1967, 2-3. 
104 Uhlenbrock 1990, 17. 
105 Μπεχτσή 2017, 43. 
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process. In earlier examples of the Classical period, the holes at the back of the figurine 
are much larger and become smaller as time passes106. 
After modelling and firing, the last stage was the application of colours with a brush. 
Even though the surviving figurines give a sense of monochromy, mainly due to their 
poor preservation, especially when found in tombs, they were in fact coloured with 
vivid colour pigments such as blue, red, bright pink, green and sometimes were 
partially or wholly gilded107. 
Furthermore, before applying the colours, the coroplast would first coat the front 
surface with a white slip, which served as a substrate for the colours that would follow 
on top and would make them look more enhanced108. The production of tempera-like-
paint was a result of organic binding mediums such as honey, albumen or gum but 
since they were perishable materials, they have not survived109. Consequently, analysis 
has shown that black was made out of charcoal, orange from red ochre, red from red 
ochre or cinnabar, pink from madder root, yellow from yellow ochre, green from 
malachite and blue from blue frit110. 
So, in workshops in Athens, Boeotia, and Corinth, the coating with the white slip 
sometimes was burnished in order to achieve an enamel-like surface. The burnishing 
of clay surface is also documented in Myrina and in some workshops of Asia Minor. In 
Smyrna, the coroplasts covered the figurines with red ochre, applied directly on the 
clay, to enhance its colour111.  
The colour perfection of some figurines and the excellent technical process afterwards 
raise the question as to who was responsible for their colouring at a workshop. Some 
researchers argue that this complex work is undertaken by an exceptional painter and 
others that the painter is the creator of the figurine. Some coarse skills that have been 
identified on some figurines have led to the assumption that it was either the first 
                                                 
106 Αχειλαρά 2000, 36. 
107 Higgins 1987, 120. 
108 Τζαναβάρη 2017a, 117-118. 
109 Higgins 1987, 69. 
110 Uhlenbrock 1990, 18. 
111 Uhlenbrock 1990, 17-18. 
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stage of training of a koroplathos or a female and child activity involved in a small 
family business112. 
Finally, once fired and furnished with the polychrome details, or, in some cases gilded 
to imitate bronze sculpture, the figurines were ready to go on the market either for 
festive purposes, domestic contexts or funerary offerings. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                 
112 Τζαναβάρη 2017b, 54-55.  
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II.2. Terracotta figurines as Grave Offerings: Aphrodite and Eros in the 
Realm of Dead 
Burial customs and funerary rituals are based on religious ideas of a certain social 
group and are subject to change over time. Grave offerings should be put within this 
framework and be interpreted according to gender, age, historical context and social 
status of the deceased113.  
The terracotta figurines, specifically, as grave offerings are neither common nor 
necessary. In addition, they have been interpreted as everyday objects, domestic 
décor or treasured possessions of the deceased114.  
Young children are often accompanied by a large number of figurines that have been 
interpreted as farewell offerings or gifts made during the burial ceremony. Funerary 
figurine ensembles also accompany the burials of girls or young women, who died 
before they could attain marriageable age115.  
More specifically, studies of organized cemeteries such as in Veroia, Pella, Olynthos, 
Argilos as well as in Tanagra and Kerameikos have shown that the terracotta figurines 
are not amongst the grave offerings in every tomb and are more common in female 
and child burials116. In Pella’s Late Classical cemetery (second half of 4th century BC), 
terracotta figurines are found in some male burials but are essential offerings in every 
female burial117. 
During the Hellenistic period, Aphrodite dominates the funerary offerings in a wide 
iconographical variety118. Katerina Tzanavari observes that out of the total number of 
figurines she examined119, Aphrodite is depicted in 47 figurines (13,35%), Eros in 31 
                                                 
113 Stroszeck 2012, 57. 
114 Wardle 2010, 127. 
115 Koukouvou 2017, 9. The dead who died young and did not have the chance to get married were 
called aoroi (the untimely). For more see in particular Garland 1985, 77-78; Μαργαρίτη 2010. 
116 Τζαναβάρη 2002, 287. 
117 Λιλιμπάκη-Ακαμάτη 1994, 250. 
118 Μποσνάκης 2014, 168. 
119 She examined 352 in number, from 17 tombs (Τζαναβάρη 2002, 53). 
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(8,8%) and both in 36 complexes (10,23%)120. Moreover, Aphrodite is the only female 
representative goddess of the Olympian pantheon in the offerings121. 
Aphrodite 
Why is a deity associated with sexuality and fertility present in the Realm of the Dead, 
a familiar concept for Persephone but not Aphrodite? 
For a deity, which represents love, beauty, and tenderness in such a dominant way in 
the Greek world, it is difficult to fit other aspects of her personality into that restricted 
concept. However, her sculptural iconography and epithets attested to her, show a 
multidimensional entity. For instance, among other less known traits, she had a martial 
dimension as well, Ενόπλια (armed), possibly due to her Eastern origins and her 
relation to warlike goddesses. It is also possible that many of her attributes were 
gradually forgotten when they had no longer any significance. For example, an 
Aphrodite as war goddess was a familiar concept to the aristocratic warriors of the 
early Greek cities, but those warlike connotations were later forgotten and re-emerged 
in the Hellenistic and Roman periods122. 
Back to her chthonic hypostasis, in the southern cemetery of Demetrias, between 
1912–1915, A.S. Arvanitopoulos excavated a number of deep pits, containing 
terracotta figurines, which were found among graves of various periods. Based on the 
votive objects in the pits, he ascribed the finds to a sanctuary of Pasikrata, as named in 
the inscriptions, whom he identified with Aphrodite123. 
Arvanitopoulos, although accepting that the epithet Pasikrata and the place of the 
sanctuary could be linked to Persephone, he insisted on the identification with 
Aphrodite by interpreting it as a pre-existing worship in the area before the founding 
of Demetrias. Co-worshipping of the two deities or merged attributes were not 
                                                 
120 Τζαναβάρη 2002, 208. 
121 Τζαναβάρη 2002, 287. 
122 Pirenne-Delforge 2010, 9. 
123 Stamatopoulou 2014.  
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uncommon. In 1958 N. Papachatzis was the first to discuss the sanctuary in depth124 
and identified Pasikrata with “Aphrodite of the Dead”125. 
The cult of chthonic Aphrodite is authenticated in literary sources126:  for instance, 
Plutarch in his work Morals127 refers to Aphrodite Επιτυμβία (of the tomb), a cult 
statue at Delphi to which the pilgrims made libations for the dead128. Pausanias129 
attested the cult of Aphrodite Τυμβωρύχος (the grave-digger) at Argos and Aphrodite 
Μελαινίς (the dark one) in Mantineia, Corinth, and Thespies130. 
Another reference to the chthonian dimension of Aphrodite and her appearance on 
attic pottery, is made by Παπασπυρίδη-Καρούζου131, after her observations on a group 
of small funerary vessels of late Geometric style132, from excavations at Peiraios St. in 
Athens. 
The goddess, concluding, has a deep connection with the Underworld, mainly through 
her property as a protector of vegetation and life that bridges and transcends decay 
and death. In the Hellenistic grave groups of Veroia, she is present in the graves as a 
consoling companionship. She protects the dead children as a mother would, she bears 
Dionysiac symbols which hold regenerative powers for the deceased, initiates and 
holds disks with funerary sweets, apotropaic objects and libation vessels to soothe the 
eternal appetite and thirst of the dead and drive away the evil spirits from the grave. 
Eros 
The concept of “funerary Eros” has been disputed by contemporary scholarship133, 
although, there is a plethora of terracotta figurines of Eros found as grave offerings in 
Hellenistic cemeteries. 
                                                 
124 Η Πασικράτα της Δημητριάδος, Θεσσαλικά, Ι, 50-65. 
125 Τζαναβάρη 2002, 223. 
126 These testimonia, however, are of Roman date and should be dealt with caution. 
127 Plut., Mor. 269B. 
128 Stamatopoulou 2014. 
129 Paus., Description of Greece. 9.27.5, 8.6.5, 2.2.4. 
130 Farnell 1896, 652. 
131 Παπασπυρίδη-Καρούζου 1956, 178-180. 
132 Παπασπυρίδη-Καρούζου 1956, pl.7-8. 
133 Bosnakis 2009, 35. 
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There are some depictions of Eros that have been regarded as funerary types. In the 
necropolis of Myrina, mainly, terracotta figurines of flying Eros wrapped in an himation 
and bowing his head or having the himation between his teeth, have been interpreted 
as having a funerary function134. For instance, a terracotta figurine of 130–60 BC, from 
Myrina, depicts Eros flying, wearing an himation wrapped up all around his body and 
head, reaching above the knees and drawn up over his mouth (Figure 10). In an 
analogous figurine of the late 1st century BC (Figure 11), also from Myrina, he is 
illustrated again wrapped up in an himation from the head down to the knees, looking 
down and lastly this funerary dimension is also traced in Morgantina (Figure 12).. 
In Veroia, Eros is usually depicted as a small child or ephebos, imitating the child’s 
carefree past life, playing with birds and small animals or reading a diptychon at the 
ground135. He is mainly found in child burials, and has the same role as his mother, to 
accompany the dead children eternally. He is also portrayed in the protective care of 
his mother, in the numerous and multi-themed kourotrophic complexes136.  
Although less well known, the relationship of Aphrodite with the realm of Death, 
reference from ancient authors, as well as archaeological finds within burials, certify 
that she had more to offer than her remarkable beauty and voluptuous curves that so 
significantly inspired the sculptors and artists. Within the graves, she serves as a 
mother-figure, and maybe her beauty served as the ultimate antidote to the grief and 
ugliness that death has to offer.  
 
 
 
 
 
 
 
                                                 
134 This type is extremely common in Myrina’s graves of the 1st century BC (Burr 1934, 48). 
135 Τζαναβάρη 2002, 287. 
136 Λιλιμπάκη-Ακαμάτη 2000, 44. 
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Part III.1. Aphrodite 
III.1.1. Aphrodite Sandalbinder 
Iconographical background 
The theme of Aphrodite untying her sandal is immensely popular during the Hellenistic 
times and is reproduced in a variety of media (Figure 13), (Figure 14), among which 
many terracotta figurines from Delos and western Asia Minor, like Smyrna (Figure 
15)137. Usually, it is assumed that she is removing her sandal, as the last item before 
she takes her bath right after138.  
A female untying her sandal has pre-Hellenistic roots as a red figure pelike of 440 BC 
indicates (Figure 16). Terracotta and bronze replicas of Aphrodite unloosening her 
sandal appear from the late 2nd century BC onwards, suggesting the existence of an 
earlier prototype139. It is possible that this prototype was made out of bronze and 0.60-
0.70 m. height. There is a consensus regarding the sculptural prototype’s date, 
presumably at the end of the 3rd and the beginning of the 2nd centuries BC140. 
The way Aphrodite is depicted on this type, in the local workshop, is similar to the way 
she is portrayed in the coroplastic workshops of Asia Minor, Delos, and South Italy141. 
The position of her arms, her lifted foot and details of her body, are also depicted on 
the votive figurines found at the Sanctuary of Mother Gods and Aphrodite at Pella 
(Figure 17)142.  
Sandalbinder as a grave offering 
Four figurines from Veroia portray Aphrodite untying the sandal of her left foot (Figure 
18, Figure 19, Figure 20, Figure 21). All of them come from the female burial of the 
                                                 
137 Havelcok 2007, 85. 
138 Havelcok 2007, 83. 
139 Havelcok 2007, 85. 
140 Τζαναβάρη 2002, 166-167. 
141 Τζαναβάρη 2002, 167. 
142 Λιλιμπάκη-Ακαμάτη 2000, 41. 
  -24- 
one-chambered tomb143, which contained numerous grave offerings, mainly figurines 
of Aphrodite in the sandalbinder pose, leaning and anadyomene types as well as 
impressive in quantity and decoration pyxides, a lot of jewellery as well as toiletry 
objects such as an alabastron and unguentaria144. 
Pertaining to their construction, twelve moulds have been used for the front and back 
side of head and body145. Their height ranges between 51cm and 53cm146 and they all 
bear the signature of coroplast Alexandros147. 
The goddess is depicted naked only with the strophion indicated with pink colour. The 
strophion was a breast-band, a large piece of fabric wrapped around the chest148 
(Figure 22). However, in the particular figurines, it is indicated by pigment underneath 
the chest, thus not covering it149. The crossed straps in front of the chest are gilded150. 
Her body is bent, with the weight on her right leg, raising her left in the front, slightly 
bent. Her right arm is stretched in an attempt to unloosen the sandal of her left foot. 
The left arm is bent at the elbow, and her head bends downwards and turns to the 
same direction151.  
The central axis of the synthesis is vertical, where one can see the stable foot, the right 
arm, the neck, and head. Contrary to this side, which is a closed form, the extended 
left arm and the bent left foot spread into the space, thus forming a three-dimensional 
creation. The balance is on the edge, and so it is proposed that the prototype had 
some kind of support152 .   
As far as the hairstyle is concerned, she has the typical Knidian coiffure, which the 
Veroian workshop usually opts for in the representation of the goddess. However, two 
                                                 
143 Burial no.4. 
144 Τζαναβάρη 2002, 32. 
145 Τζαναβάρη 2002, 166. 
146 Τζαναβάρη 2002, 262. 
147 See I.2. for more. 
148 For more on the definition, see esp. Μπεζαντάκος 1987, 182-183. 
149 The strophion was used on the chest, however, in later times, artists presented Aphrodite with a 
band underneath it (see Μπεζαντάκος 1987, 183, n. 79). 
150 Τζαναβάρη 2002, 168. Ηomer portrays Aphrodite wearing the “kestos imas”, which were two straps 
arranged diagonically over her breasts, worn outside her garment (see esp. Bonner 1949, 1-6). 
151 Τζαναβάρη 2002, 166. 
152 Τζαναβάρη 2002, 167. 
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long ringlets frame her bare shoulders. Those ringlets are extensively portrayed in 
analogous coiffures of Troia’s figurines of the 2nd century BC153. 
What makes the figurines stand out, however, are the complex, ornamented hair-
dresses and their strong connection to the cult of Dionysus. In three of them, 
Aphrodite wears a high, plain, stephane and a wreath with five flourishing roses 
attached. Those roses could be either the goddess’ favorite flowers or a choice of the 
coroplast because they flourished in the area154. However, Dionysus is also 
represented with the same ornamented wreath with roses (Figure 23)155. 
Figurine 20 wears a stephane with three attached circular disks, a motif also found in 
the rock-cut chamber tombs in Pella156 and a dotted wreath bound by a fillet157. This 
kind of wreath has been found in Roman tombs at Hawara in Egypt (Figure 24), 
perfectly preserved. It is a kind of thick wreath, in the form of a large ring made up of 
hundreds of tiny flowers threaded onto a rope of grass158. 
Another distinctive attribute she bears, is the headband on her forehead that goes 
around the wreath and hangs down on each shoulder, on fig. 18 and 20 that supports 
the wreath159. This band is identified with the Dionysian mitra and is found in 
portrayals of Dionysus160. 
Equally impressive is the jewellery she wears, like the earrings on fig. 18, 19 and 20. 
They have a disk with suspended inverted pyramids underneath, a known Hellenistic 
type of earrings161. Such earrings have been discovered in graves of the 4th-3rd 
centuries BC, at Taras (Figure 25). She also wears rings on her fingers, gilded bracelets, 
armlets, and an impressive spiral thigh-bracelet on fig.21. 
Concluding, the figurines of the sandalbinder, all from the same female burial, stand 
out for their size as well as the intense Dionysian attributes on the head-dresses. 
                                                 
153 Τζαναβάρη 2002, 168. They are also found at the sandalbinder votive figurines at the Sanctuary of 
Aphrodite in Pella (Λιλιμπάκη-Ακαμάτη 2000, 41, pl.38, fig.α.1). 
154 Τζαναβάρη 2002, 169, n.944. 
155 See III.4. for more. 
156 See Λιλιμπάκη-Ακαμάτη 1994, 345, pl. 42. 
157 Τζαναβάρη 2002, 168-169. 
158 Higgins 1987, 123. 
159 Τζαναβάρη 2002, 169. 
160 See III.4. for more. 
161 Marshall 1911, 181. 
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Considering the fact that in the same burial two other figurines of anadyomene162 
were found as well and two of the leaning type163, also bearing impressive Dionysian 
elements, presumably the deceased woman was involved with the cult and sought the 
life after death it promised164. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                 
162 Fig.27 and fig.28. 
163 Fig.45 and fig.49. 
164 The Dionysian mysteries ensured a life after death, involving eternal banquets and frantic dances of 
the Maenads (Τζαναβάρη 2002, 224, n.71). 
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III.1.2. Aphrodite Anadyomene 
Iconographical Background 
Images of women in their bathing routines begin to appear in the early 5th century BC. 
In archaic literature, Aphrodite is depicted as a bride being prepared for her first sexual 
experience, still innocent and prude. The details of her dressing, perfuming and hair 
arrangement aim at making the viewer imagine her naked165. 
In the late Hellenistic period, however, when the type of Aphrodite anadyomene 
emerges, the attention shifts from the luxurious clothing and jewellery to her full 
nakedness or half-nudity. Likewise, Aphrodite is distinguished from other goddesses in 
the Hellenistic art by her full or partial nudity. Even though the nude female is not 
uncommon in the art of the late Archaic and Classical eras, nonetheless, it is only with 
the naked Aphrodite of Knidos by Praxiteles in the mid-4th century BC that an 
undressed deity entered in Greek art. Before Praxiteles’ statue, female nudity had 
been associated with prostitutes and slaves166. 
Thusly, the earliest representation of Aphrodite anadyomene, comes from the 
Asclepieion on Kos, in a late 4th century BC painting by Apelles. He portrays the 
goddess wringing the water from her hair, right after she emerges from the sea at the 
time of her birth. This anadyomene type was replicated at a large scale and spread fast 
during the Hellenistic time167. 
Although Apelles’ painting offers the earliest historical anadyomene, nevertheless, the 
earliest archaeologically datable evidence, so far, is a group of fourteen seals found at 
a Hellenistic administrative center in Tel Kedesh, Israel, dated from the mid-3rd to the 
mid-2nd century BC. Out of the seventy-six seals excavated, fifty-eight rings show 
Aphrodite, and fourteen seals display the Aphrodite anadyomene168 (Figure 26). Works 
                                                 
165 Wardle 2010, 42-50. 
166 Herbert 2003, 72. 
167 Wardle 2010, 80. 
168 Wardle 2010, 81-83. 
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in marble and terracotta, conversely, are not safely dated before the late 2nd – early 1st 
centuries BC when they first appear on Delos169. 
Anadyomene as a grave offering 
Thusly, five figurines depict Aphrodite anadyomene (Figure 27, Figure 28, Figure 29, 
Figure 30, Figure 31). Two of them come from a young girl’s burial170, two from a 
woman’s burial171 with lavish grave offerings and figurines with reference to the 
Dionysian cult and one from another woman’s burial172. The two figurines of 
anadyomene that come from the little girl’s burial do not have strong Dionysian 
elements, apart from the herm of Priapos173.  
The leading figure is constructed with the use of four moulds whilst some details of her 
body and head are hand-modelled. Two vent-holes instead of one bear fig.28 and 
fig.29, and out of the five figurines, the four are attached to bases174.  
In this way, Aphrodite is depicted in a relaxed pose, with the weight carried on the left 
leg whilst bringing the right leg a little sideways and back. Her torso bends forward and 
turns to her left, thus projecting her right hip more. She raises her arms on the side, 
holding different items each time that determine the turn of her head accordingly. Her 
upper body is naked while an himation is knotted at the center of her pubic area, 
leaving her glutes uncovered. The himation, almost translucent, sticks to her legs thus 
enhancing their contour175. The half-draped type with the knot in the center is 
associated with a cult statue of anadyomene during the reign of Arsinoe II in Egypt, in 
the early 3rd century BC176. 
At the same time, this type of the female figure, nude or half-draped, with extended 
arms, like the figurines of anadyomene in Veroia, is very widespread at coroplastic 
                                                 
169 Wardle 2010, 80. 
170 Burial no.1. 
171 Burial no.4. 
172 Burial no.2. 
173 Priapos, however, holds a cornucopia, an attribute also attested in Isis and considering that the burial 
also involves a figurine with Aphrodite with attributes of Isis and Tyche, could mean that the family of 
the girl was involved in the Isiac cult. 
174 Τζαναβάρη 2002, 157. The bases range to different shapes with a rare for the era pyramoid-shaped 
base for two figurines, one rounded and one stepped, mimicking sculptural prototypes. 
175 Τζαναβάρη 2002, 158. 
176 Havelock 1995, 88. 
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workshops of Asia Minor177 mainly, Egypt and Syria and less in central Greece178. Here, 
the figurines of this type, are a loose repetition of the half-draped anadyomene 
motif179 but the different arm posture affects the general body posture180. 
The anadyomene as a grave offering in Pella’s tombs, are stylistically close to the ones 
from Veroia of the mid-2nd century BC, however, the latter are more complex in the 
supplementary figures and objects181. In fact, the anadyomene of Veroia is closer to a 
figurine from Tanagra (Figure 32), of the 3rd century BC182.  
Supplementary figures 
The herm of Priapos next to Aphrodite183 prevails between the late Hellenistic and 
Imperial periods. The most examples come from Asia Minor (Figure 33) and Stobi, and 
even though from the imperial period, they repeat an earlier, Hellenistic, type. The 
earliest example, however, comes from Olynthus (Figure 34) and is dated in the 
beginning of the 4th century BC184. 
Priapos is an ithyphallic daemon connected with land fertility and abundance and is 
considered to be the son of Aphrodite and Dionysus. The revelation of his erected 
phallus is considered apotropaic so that the evil spirits will go away185. 
He is depicted at a mature age, bearded, and his shoulders and torso are wrapped up 
tightly in an himation. With his right hand, he lifts it up, so he can reveal his genitals. 
He holds a cornucopia on his left hand, and bears a polos on the head. His austere 
frontal stance is imposed by his hermaic function186. With the cornucopia in his left 
                                                 
177 See for example, Burr 1934, pl.IV, fig.9. 
178 Τζαναβάρη 2002, 158-159. 
179 Here however, the himation slides down lower, like in the Venus Pudicitia motif (Τζαναβάρη 2002, 
159). 
180 Τζαναβάρη 2002, 159. 
181 Λιλιμπάκη-Ακαμάτη 2000, 42. 
182 The one from Tanagra has a different supporting motif and is richer in the folds of the himation 
(Τζαναβάρη 2002, 159). 
183 Αs shown in the fig.27 and fig.30. 
184 Τζαναβάρη 2002, 161. 
185 Τζαναβάρη 2002, 225. 
186 Τζαναβάρη 2002, 161. 
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hand, he is also depicted in a herm from Taras (Figure 35), with the nuts and fruits 
blooming from the horn. In Veroia’s figurines they are not visible187.  
The use of herms, pillars, columns or archaistic idols, as supporters of the leaning 
figures, is frequent in the Hellenistic period188. However, in Veroia’s figurines, they do 
not support leaning figures and thus do not solve issues of stability189. 
Eros 
On Aphrodite’s left shoulder (fig.27), Eros is standing with wings wide open, as if he is 
trying to balance his weight while still in flight. His right hand is lifted, while in his left 
he holds a bird. The bird has a funerary symbolism, known since the 5th century BC, 
from the Attic grave stelae which served as funerary markers to signify the youth of 
the deceased190.  
This motif, on the left shoulder, in terracotta manufacturing191 is known since the early 
5th century, as for example a group of terracotta masks from Olynthus (Figure 36)192. 
The plump belly, the childlike softness and the short chubby limbs, is undoubtedly a 
characteristic depiction of childhood. The Greek Eros did not begin his life as a chubby 
baby, he was a youth during the Classical period, and his transformation into 
babyhood occurred during the Hellenistic period193. Figurines of Eros as a child, made 
of terracotta, in particular, appear in the mid-3rd century BC194. 
 
 
 
 
                                                 
187 Τζαναβάρη 2002, 162. 
188 Λιλιμπάκη-Ακαμάτη 1994, 253. 
189 Τζαναβάρη 2002, 162. 
190 Beaumont 2012, 190-191. 
191 It is also known from red-figure vases of Classical Period. For more see esp. Τζαναβάρη 2002, 162, n. 
869.  
192 Τζαναβάρη 2002, 162-163. 
193 Kent-Hill 1947, 251. See also, Thompson 1952, 127-128. 
194 Τζαναβάρη 2002, 162. See also, Thompson 1959, 130. 
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The goddess in fig.29, with the so-called Knidian coiffure and an attached stephane 
with three circular discs195, holds a phiale mesomphalos engraved with an open flower 
with six petals (Figure 37)196. This vessel has oriental roots (Figure 38) and is a handless 
bowl or cup, which became a libation vessel in Greece during the archaic period197. 
Similar decoration, with five incised petals instead, has the phiale that Eros-
Harpocrates holds in a terracotta from Myrina (Figure 39)198. Therefore, the goddess 
herself is making a libation for the girl.  
Aphrodite in fig.30, has a wingless infant Eros, attached in her left arm, at the spot 
where it bends. He has his legs contracted and his hands on the left side of his cheek. 
Usually children and Eros in the arms of a kourοtrophos are of older age, however, the 
way he has his legs contracted can also be found in terracotta figurine from Pergamon 
(Figure 40)199. This is another kourotrophos figurine found in this burial, along with the 
seated one and the thirteen ones portraying the goddess, a girl and Eros200. 
The other two figurines of anadyomene come from the female burial no.4. Among 
them, the one anadyomene is almost identical to the leaning Aphrodite of the same 
burial and both are heavily ornamented with Dionysian elements. 
The goddess in figurine fig.27 holds a basket with her left hand which has a bunch of 
grapes201, a pyramid-shaped and two semispherical objects with knobs on top202 with 
her left hand (Figure 41). This basket is called the kaneon and is a shallow basket with 
circular appearance, which is full of offerings that the relatives of the dead brought to 
the tomb. During the tomb visits, they offered food203 and drinks204 to the dead to 
soothe his spirit205. 
                                                 
195Figurines of the rock-cut chamber tombs of Pella have the same kind of stephane. See e.g. Λιλιμπάκη-
Ακαμάτη 1994, pl.42, fig.345. 
196 Τζαναβάρη 2002, 164. 
197 Strong 1966, 55-56. 
198 Τζαναβάρη 2002, 164. 
199 Τζαναβάρη 2002, 163. 
200 See the chapter with the standing kourotrophos. 
201 For more on the symbolism of grapes and vine in the Dionysian cult see Otto 1965, 143. 
202 Τζαναβάρη 2002, 163. 
203 The enagismata. 
204 The choai. Libations should also be connected with the perception of ancient Greeks about the thirst 
of the dead. The idea is that the offerings on the ground eventually end up to the deceased. See 
Χατζόπουλος 2012, 102. 
205 Garland 1987, 108-110. 
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Additionally, the pyramid-shaped object and the two semispherical ones are identified 
as sweets made of wheat and honey206. Conical or pyramidal cakes, often accompanied 
with fruits and round cakes, were present on tables in banquet reliefs207. This 
pyramidal wheat cake208 was made from sesame and honey and is also described as a 
prize offered to those who stayed up all night at symposia and festivals such as the 
Thesmophoria. What is more, it has been argued that the pyramous was reserved for 
chthonian deities and hero cult209. 
The round cake with a knob on the top could be identified as being the popanon 
monomphalon210. The popanon is a flat, wheat cake most commonly offered on the 
altar. At the sanctuary of Demeter and Kore on the Acrocorinth, numerous votive 
miniature clay baskets211 with cakes, among them the popana monomphala (Figure 42) 
or polyomphala, have been excavated212. Miniature trays with those sweets are also 
common at Myrina’s tombs, such as in a tomb dating between 2nd- 1stcenturies BC 
(Figure 43)213. 
On her hair the goddess wears a wreath ornamented with ivy leaves which are 
Dionysus’ insignia. Her hairstyle is that of the so-called Capitoline Aphrodite214: The 
hair is parted in the middle above the front and held up with a thin band. Part of it 
forms a low bun at the nape, and the rest is tied up in a loose bow knot215. A marble 
head of Aphrodite from Attica216, dated between 330-300 BC, displays the same 
hairstyle (Figure 44).  
This hairstyle is occasionally found on terracotta heads of Eros, Thanatos, Artemis, 
Nike, and others, but it is more frequently adopted for heads of Aphrodite and Apollo. 
Thus, it is a coiffure which was rarely used as early as the middle of the 4th century, 
                                                 
206 Τζαναβάρη 2002, 163. 
207 Merker 2000, 273. 
208 Pyramous artos, see Ath., Deipnosophistae 3.80. Another funerary cake, known only from ancient 
descriptions, such as Aristoph., Lys. 601, is a honey-pie called melitoytta, a cake made to trick Kerberos 
in the Underworld (Garland 1987, 113).      
209 Brumfield 1997, 1. 
210 Τζαναβάρη 2002, 163. 
211 Those baskets were called likna. For more on the definition and usage, see esp. Brumfield 1997. 
212 Brumfield 1997, 150-151. 
213 Τζαναβάρη 2002, 149. 
214 For the so-called Capitoline Aphrodite see Bieber 1977, fig. 34. 
215 Τζαναβάρη 2002, 160. 
216 The so-called “Bartlett Head of Aphrodite”. 
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but became very popular during the Hellenistic period and onwards. It is frequently 
found in nude or half-draped figurines of Aphrodite217.  
Lastly, with her extended right hand, she holds a mask of Silenos218. It has protruding 
eyes and cheeks, arched eyebrows and a broad forehead. Those characteristics, 
resemble similar masks made at workshops of Asia Minor219.  
Fig.28, of the same burial, has a kithara attached to its left side. It consists of a 
trapezoid sound box220 that broadens on top, upper arms221 but the strings are not 
indicated222. Two female figurines leaning against a pillar and holding a kithara that 
presumably depict Aphrodite are also found in Pella’s rock-cut chamber tombs223. This 
music instrument apart from a possible funerary symbolism224 could also be a once 
favourite occupation of the dead woman225. On the hair she also wore a wreath made 
with ivy-leaves and has the same bow tie hairstyle226. 
Lastly, the fifth anadyomene (fig.31) from burial no.2 has a missing right arm and 
therefore it is not possible to identify the object she held, however, on her extended 
left hand she most likely held a phiale227 like fig.29. Her hair is parted in the middle, 
tied loosely at the nape and falling down on the shoulders228 and on the head she 
wears a thick wreath, bound by a fillet229. 
In conclusion, one observes that the goddess, in the type of the half-draped 
anadyomene, is holding various funerary or cult related objects, therefore detaches 
the synthesis from Apelle’s pictorial prototype and its mythological substrate230. 
Moreover, Aphrodite with erotes and herms of Priapos, even though not a rare theme 
                                                 
217 Harcum 1921, 48. 
218 For its interpretation, see III.4. 
219 Τζαναβάρη 2002, 164. See e.g. Plaisier 1979, pl.174, fig.1347. 
220 The echeion. 
221 The pecheis. 
222 Τζαναβάρη 2002, 164. 
223 Λιλιμπάκη-Ακαμάτη 1994, 229-230. 
224 Music instruments are gifts to the dead on the white-ground lykethoi (Τζαναβάρη 2002, 226). See 
e.g. Δεσπίνης 1963, 53, fig.6.  
225 Τζαναβάρη 2002, 226. 
226 It is missing (Τζαναβάρη 2002, 261, n.267) 
227 Τζαναβάρη 2002, 165. 
228 Τζαναβάρη 2002, 160. 
229 For more on this wreath, see III.1.1. 
230 Τζαναβάρη 2002, 165. 
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in the Hellenistic period, however, the craftsmen of Veroia, create in the middle of the 
2nd century BC, unique complexes, adding new attributes and offering a new 
dimension to their interpretation231. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                 
231 Τζαναβάρη 2002, 165. 
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III.1.3. Aphrodite Leaning Against a Pillar 
Iconographical Background 
The type of the leaning half-draped female figure, nude to the hips, must initially have 
represented Aphrodite232. It seems that half-draped women in sculpture, whatever the 
pose, are quite rare before the late Hellenistic period; however, they appear as early as 
the fourth century, on a small scale and in terracotta233. 
By the 3rd century BC many mortal figures, of the leaning type, take on the attributes 
of the goddess234. The iconographic type of Aphrodite against a pillar is known from 
Hellenistic-Roman copies235 and variations in all media, which became influential to 
the coroplastic art236.  
Similarly, Veroia’s figurines represent various artistic trends of sculptural art of the 2nd 
century BC. In particular, the interest of the classical sculptural tradition is revived 
during the latter half of the second century BC237 and it is reflected in some of the 
leaning figurines.  
The curve of the goddess’ naked body and its idealistic formation with the elongated 
proportions, the narrow shoulders, and small breasts but even more the realistic 
formation of the body and the idealistic style of the head238, is a typical expression of 
the classicistic trends of the late 2nd century BC239. A leaning Aphrodite figurine from 
Myrina, of the second half of the 2nd century BC, is of the same tradition240.  
                                                 
232 Thompson 1959, 132. 
233 Havelock 1995, 97. 
234 Thompson 1959, 132. 
235 See esp. Bieber 1977, pl.72-74. 
236 Τζαναβάρη 2002, 145. 
237 Burr 1934, 34. 
238 As fig.47 and fig.48, illustrate. 
239 Τζαναβάρη 2002, 147. 
240 Burr 1934, pl.IV, fig.10. 
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Leaning Aphrodite as grave-offering 
Seven figurines depict Aphrodite leaning against a pillar (Figure 45, Figure 46, Figure 
47, Figure 48, Figure 49, Figure 50 and Figure 51), two from a woman’s burial241 and 
five from a little girl’s242. The construction of the central figure is achieved through the 
combination of two moulds for the front side and the head; details of the naked body 
or the folds of the garment are achieved through a soft, incision tool243. The 
differences which the moulds display, at the figurines of the leaning type presented 
here, lead to the conclusion that three archetypes have been used and that figurine 
fig.50, due to its uniqueness, is an import244.  
In the leaning type of the grave offerings in Veroia, the goddess is standing, in a playful 
pose. Her left elbow is resting on the high pillar by her side. Her weight is dived 
between her right leg and the pillar whilst the left is projected forward and a little 
sideways. This posture forces the right hip to project intensively, and therefore the 
figure is depicted like an S-curve. The different items she holds in her extended arm 
each time, determine the turn of her head on the one or the other side accordingly245. 
Furthermore, her body is nude and bears only a translucent himation, wrapped around 
her thighs and two straps between her breasts. One of the edges of the himation is 
bound above the right side of her abdomen and the other edge is wrapped around the 
left forearm and falls in front of the pillar, forming zigzag folds246.  
Similarities of the garment and the naked body are also traced in the figurines of the 
same type in Pella’s tombs. Veroia’s figurines, however, are influenced more by 
sculptural prototypes than Pella’s247. The close affinities of the workshops, are not 
limited to just stylistic similarities but are constructed by identical archetypes248.   
                                                 
241 Burial no.4. 
242 Burial no.1. 
243 Τζαναβάρη 2002, 145-146. 
244 See esp. Τζαναβάρη 2002, 145, n.651. 
245 Τζαναβάρη 2002, 145. 
246 Ibid., 145. Only figurine fig.51 displays a different arrangement of the himation. It is a variation of the 
half-draped leaning Aphrodite, displaying a motif of the himation which comes from the “Aphrodite of 
Cyrene type”, an attic work of the 4th century BC at Cyrene (Τζαναβάρη 2002, 152). 
247 Λιλιμπάκη-Ακαμάτη 1994, 231. 
248 Τζαναβάρη 2002, 147. 
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Likewise, in the type of the leaning Aphrodite, alongside the pillar249, an “archaistic 
idol”250 is often used as an adjunct251. A terracotta example of this version of the 
leaning Aphrodite comes from Myrina, from between 150-100 BC, where the goddess 
leans upon an archaistic female figure with an ionic chiton (Figure 52). Similar is an 
early Hellenistic fragmentary statuette, from the Athenian Agora (Figure 53).  
Moreover, these figures appear on vases as early as the last quarter of the 5th century 
BC and on statues such as the Aphrodite from Corneto or the Artemis of Larnaka. They 
are deliberately archaized by the artist in order to show that they are images in 
contrast to the living figure beside them252. 
Lastly, the bases represent two shapes, the quadrilateral253 and the ellipsoid254. One 
base is stepped255 and is evidently inspired by monumental sculpture256.  
Aphrodite, now, is depicted in the typical for the workshop coiffures. However fig.46 
and fig.47 have the melon coiffure, popular at coroplastic workshops of Myrina, Delos, 
Troy257 and south Italy but rare in the workshop of Veroia and very limited in the 
figurines of Pella’s rock-cut chamber tombs258. The most impressive head, however, 
with Dionysian elements is that of fig.45, crowned with an impressive wreath of ivy 
leaves259 and with two big korymvous at the center, held in place by a broad taenia260.  
                                                 
249 The rectangular pillar as a support of leaning figures, is known since the 5th century BC first in large 
sculpture, then in pictorial arts and its use continued until the imperial period (Τζαναβάρη 2002, 149). 
250 It is debated who they represent. Thompson (1959, 133-134) argues that they represent votaries or 
dancing temple attendants, while Steward (2012, 282) that they are idols of Aphrodite herself that the 
goddess is supposed to be visiting. It has also been suggested that it is Nemesis, Tyche, Peitho or 
Eileithyia (Burr 1934, 34). 
251 Τζαναβάρη 2002, 149. 
252 Thomson 1959, 133-134. 
253 Fig.45, fig.46, fig.49, fig.50 and fig.51. This shape is popular at Myrina’s workshop. 
254 Fig.47 and fig.48. This shape is popular at Pella’s rock-cut chamber tombs. See e.g. the bases of the 
leaning Aphrodites in Λιλιμπάκη-Ακαμάτη 1994, pl.20, fig.139-140. 
255 Fig.46. 
256 Τζαναβάρη 2002, 164. The step base, a small block set on a wider plinth, at the mid-2nd century BC, 
is a revival of a type popular in the 5th and 4th centuries in stone and clay (Thompson 1965, 35). 
257 See for example Thompson 1963, 195 and on. 
258 See for example Λιλιμπάκη-Ακαμάτη 1994, pl.45, fig.402. 
259 It is the major symbol of Dionysus but is rarely adorns hair of women (Τζαναβάρη 2002, 147-148). It 
can be found e.g. in a female head from Taras dated at late 3rd century BC (Vafopoulou-Richarson 1981, 
36a). 
260 It is identified with the Dionysian mitra, see III.4. for more. 
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As for the objects the goddess holds, in fig.45, the goddess with her left hand holds a 
funerary basket261 full of sweets and nuts. On the same figurine, as well as fig.46 and 
fig.47, with her extended right arm, she holds a silenos’ mask262. The Dionysiac cult 
inspired the coroplasts of the Hellenistic period to create various forms of silens and 
satyrs. In this way, they either copied the theatrical masks accurately or represented 
the types without the open mask mouth. Two are the characters that stood out: the 
youthful satyr or silen or the elderly Papposilenos, leader of the chorus263.  
In these particular figurines, the masks represent three types with the main 
differentiation in either the humanized hypostasis264 of the daemon or his animal 
nature265.  
Another object is attached to the base of the pillar and the left arm of figurines fig.47 
and fig.48 retrospectively is a kithara of the same type consisting of: a trapezoid sound 
box that broadens on top, upper arms with no apparent strings266. 
Lastly, in fig.51, the goddess with her extended arm holds a rounded object, identified 
as either pomegranate267 or an apple. On her left arm, an herm of Priapos is attached 
holding a double cornucopia, however, the surface is very worn268.  
Eros in fig.45 is portrayed on the left shoulder of his mother, with wings wide open, as 
if he is trying to balance his weight while still in flight269. His right leg is folded 
underneath his left, and he raises both his arms, possibly holding a bird270. In the rest 
of the figurines, he is portrayed as either a child with no wings271 or as an infant with 
                                                 
261 The kanoen. For its meaning and its use as well as the funerary sweets, see fig.27 of anadyomene, 
III.1.2. 
262 Τζαναβάρη 2002, 149.  
263 Thompson 1965, 36. 
264 Fig.45. 
265 Fig.46 and fig.47. 
266 See also figurine fig.28 of anadyomene, III.1.2. 
267 The pomegranate is linked to the Underworld through Persephone (see Hadjisteliou-Price 1978, 173). 
For Aphrodite and her connection to the pomegranate, see esp. Farnell 1896, 642.  
268 Τζαναβάρη 2002, 152-153.  
269 It is exactly the same motif of figurine fig.27 with anadyomene Aphrodite which comes from the 
same burial and is identical in the Dionysian and funerary symbols she bears. For comments on the 
depiction of Eros as baby see the specific chapter. 
270 As it is exactly the same with fig.27 of anadyomene, where he holds a bird (Τζαναβάρη 2002, 150).  
271 Eros in early childhood is a motif known since the 6th century BC which prevails in art, and especially 
in coroplasty between the last quarter of the 4th and the 3rd centuries BC (Τζαναβάρη 2002, 151). See 
also III.1.2. 
  -39- 
his legs contracted and his hands on the left side of his cheek. His presence on a pillar 
at this age has no known parallel as he is usually depicted at an older age (Figure 
54)272. 
His portrayal as an infant or in early childhood comes from four out of the five 
figurines of the type, offered to the little girl’s burial. This could be linked to the strong 
kourotrophic connotations the majority of the figurine offerings have, in the specific 
burial273. 
Isiac influence 
Out of all the figurines of the leaning Aphrodite, fig.50 stands out as it bears multiple 
Egyptian elements, related to the cult of Isis. Starting from the coiffure, the hair is 
parted in the middle, above the forehead and is bound back at the nape. One part 
forms a low bun, and the rest frames her bare shoulders in locks braided to one 
another274. These locks resemble the “corkscrew” locks, also known as the “Isis 
coiffure” or the “Libyan locks,” a hairstyle known since the early 2nd century BC and is 
also connected with Isis and the Ptolemaic queens275.  
Even though the figure does not have the typical form of the Libyan locks, it can be 
compared to the coiffure of a female figure, with an Isiac attire, on a Ptolemaic 
oinochoe of the early 2nd century BC276 (Figure 55). 
On her head, she wears an unusual, high stephane with incisions all over its surface, 
from right to left277. At the bottom of the stephane, there is a circular jewel with three 
circular rings adjusted and a little higher, a bigger jewel is placed, with a possible 
interpretation of a specific Hellenistic jewel with an Herakles knot, made of 
gemstones278.   
                                                 
272 Τζαναβάρη 2002, 151. 
273 See III.1.4 for more. 
274 Τζαναβάρη 2002, 153. 
275 Gkikaki 2016, 102. 
276 Τζαναβάρη 2002, 153. 
277 Same kind of incised stephanae have terracotta female heads from Egypt, e.g. Bieber 1961, fig. 385,2-
2a. 
278 Τζαναβάρη 2002, 153. 
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Moreover, the goddess, in her extended right hand, holds a phiale mesomphalos, the 
same that the anadyomene in fig.29 bears, with an open flower having eight petals 
incised. The same kind of libation vessel is carried by the Ptolemaic queens in 
oinochoai, like the one from faience that depicts Arsinoe II (Figure 56)279. 
On her left arm, a double cornucopia is adjunct280 with fluted edge, containing two 
pyramidal objects281 and around it a taenia hanging down (Figure 57), an attribute, 
when depicted on the cornucopia, considered royal282. On the front side, the head of 
an ox is depicted in relief283. 
The dikeras is associated with the Ptolemaic queen Arsinoe II that king Ptolemy II had 
created for his wife, symbolizing the blissful union of the royal couple284. It was an 
attribute either illustrated individually on the reverse of coins (Figure 58) or held by 
the queen herself when depicted on oinochoai, ﬁgurines and sculpture285.  
Furthermore, the phiale and the cornucopia are associated with Tyche from the 
Hellenistic period and onwards, in works of large sculpture and minor arts286. In 
particular, the cornucopia is among Tyche's oldest attributes, illustrating her power to 
bestow prosperity. Those attributes were combined in the late Hellenistic period and 
created a significant image which lasted throughout the Roman Empire287.  
In minor arts, Tyche is depicted in iconographical types associated with Aphrodite and 
Aphrodite with attributes of Tyche (Figure 59)288. The cornucopia is also an attribute of 
Isis with whom Aphrodite is assimilated289. 
                                                 
279 Τζαναβάρη 2002, 153. 
280 The dikeras. 
281 Τζαναβάρη (2002, 154, n.771) identifies them either with pyramidal cakes (for more see III.1.2) or 
pinecones. The pine tree is considered sacred to the cult of Dionysus (see esp. Otto 1965, 157-158). 
282 See Τζαναβάρη 2002, 154, n. 773. 
283 Τζαναβάρη 2002, 154. 
284 Pfrommer 2001, 34. 
285 Nilsson 2012, 18. 
286 Τζαναβάρη 2002, 154-155. 
287 Edwards 1990, 533. 
288 A bust of a female figure bearing a cornucopia and probably associated with the worship of 
Aphrodite, is also found at a building complex at Lefkopetra, in Kallipetra, a possible Sanctuary of the 
Mother of the Gods and Aphrodite, dated at the 2nd century BC (see Στεφανή 2013, 122, fig.11). 
289 Τζαναβάρη 2002, 155. 
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The column on the right side of the goddess is crowned with a Corinthian capital. The 
bottom part is without flutes whilst the upper bears vertical flutes. The same type of 
column is next to a leaning Aphrodite in Pella’s rock-cut chamber tombs290.  
On the top of the capital, an Eros-Harpokrates291 is standing with a wide stride. He 
slightly bends his knees, and while bending his torso backwards, he supports with his 
extended right arm a big cornucopia, which rests on his shoulders. His left arm is 
extended sideways. His face is childish and his cheeks chubby. On his right side, a long 
curly lock hangs down292. Eros293 with the cornucopia on his left hand is quite common, 
like an Eros of the late 2nd century BC from Myrina (Figure 60). Here, however, is an 
unusual iconographical representation as it rests on the back of his shoulders294. 
In conclusion, this figurine has strong Egyptian iconographic influences, with leaning 
Aphrodite holding Isis-Tyche’s attributes and having Isis’ son, Harpokrates, by her 
side295.  
Egyptian Gods have been worshipped in Lower Macedonia from the late 3rd - early 2nd 
centuries BC until the Imperial period. The earliest testimonies relating to the presence 
of the Egyptian gods in Veroia date from the late Hellenistic period. Of the Egyptian 
Gods, only Isis was worshipped in Lower Macedonia with specific epithets, such as 
Lochia296 and Tyche297.  
As a result, the religious beliefs of the deceased, especially when it comes to eastern 
cults, are often the reason why iconographic types related to attributes of the specific 
gods are selected298. Thus, Aphrodite blends with the beliefs of the family of the girl 
and holds the promise of immortality through the attributes of the Egyptian deity299. 
                                                 
290 Λιλιμπάκη-Ακαμάτη 1994, pl.35, fig.286. 
291 He is the son of Isis, when depicted in childhood. 
292 Harpokrates is usually depicted with the index finger of his right hand on his mouth. However, he is 
identified here by this curling lock (see esp. Τζαναβάρη 2002, 156, n.794; Τζαναβάρη 1993, 1676). 
293 Harpokrates is also often depicted with a cornucopia on his left hand (see esp. Burr 1934, pl. VIII, fig. 
18). 
294 As Τζαναβάρη notes (2002, 156, n.799), Eros usually carries on his shoulders a pointed amphora. See 
e.g. Kent-Hill 1947, LXVII, fig.1,2. 
295 Τζαναβάρη 2002, 156. 
296 See e.g., EKM 1.Beroia 36.  
297 Τσιάφης 2017, 164-167. 
298 Μποσνάκης 2014, 172. 
299 Τζαναβάρη 2002, 231. 
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III.1.4. Seated Kourotrophos 
Iconographical Background 
Αt a time when medical care was at a very primitive stage, the mortality rate of 
pregnant women, as well as infant mortality was high. Therefore, life and death 
seemed to be joined by a fine thread controlled by the chthonic forces in the eyes of 
ancient people.  
The prospective mothers sought divine protection by dedicating offerings to labour-
soothing and childbirth protector deities, such as Eileithyia or Artemis Lochia300. In 
northern Greece, Eileithyia’s sanctuaries are epigraphically attested in Amphipolis and 
Dium. It was common practice to dedicate figurines of newly-born children to the 
goddess who gave labour pain to women but was also present at childbirth to help 
them301. 
Mother-cults, in general, are present in most religions, ancient and modern. The Greek 
mother-cults have Indo-European elements as well as influences from Egyptians, 
Minoans, as well as Hittito-Phoenicians302. 
Aphrodite is an imported deity from Lebanon and Syria and is considered as a 
descendant of Ishtar-Astarte that supposedly ended up in Cyprus from Phoenicia303. 
Ishtar kourotrophos is said to be represented as a goddess with exposed breasts, 
carrying a child in her left arm, while she breastfeeds him, as a cuneiform tablet 
informs us304.  Ishtar is also connected to the realm of the Dead as she descends to the 
underworld to cause the re-birth of the dead. As Aphrodite, she is also depicted in 
funerary terracotta figurines, for instance in the necropolis of Amathus, in Cyprus, 
either nude holding her breasts, or draped305. 
 
                                                 
300 Sabetai 2008, 289. 
301 Σαμσάρης 1992, 106-107. 
302 Hadjisteliou-Price 1978, 4-5. 
303 Marcovich 1996, 45. 
304 Hadjisteliou-Price 1978, 6-7. 
305 Karageorghis 2003, 219. 
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Thusly, Aphrodite apart from being the personification of lust and eroticism, as she 
was allegedly born from Uranus’ sperm, in the Greek version of her birth, she is also a 
loving mother. A terracotta figurine of late 4th century BC from Tanagra, for instance, 
depicts her playing with baby Eros, trying to soothe him with a toy306 (Figure 61). In the 
grave offerings of Veroia, her expression of motherhood is intensified as far as the 
child burials are concerned.  
In Hellenistic Veroia, Aphrodite is also co-worshipped as a nursing deity, with Isis-
Lochia, protector of maternity307. Isis is a deity who protects the most important 
events in human life such as birth, marriage, and death and with these attributes she is 
worshipped in Veroia and nearby Thessaloniki and Dium308.  
The seated breast-feeding female figure is a type that has been created during the 
Archaic Period, under the influence of seated Isis nursing Horus309. In an Italian red-
figure vase of the 4th century BC, (Figure 62) Aphrodite breastfeeds Eros in the same 
way Hera is nursing Heracles (Figure 63) in a red-figured lekythos. Until the Roman 
times, it was an iconography widespread in the coroplastic workshops of Greece. 
The type of moulded suckling kourotrophoi is believed to have been created in Magna 
Grecia in the 5th century BC and was distributed to Greece in the late 5th century BC. In 
northern Greece, there are instances from various sites (Figure 64), with the earliest 
specimens found in Olynthus (Figure 65). The influences come from Boeotian, Rhodian, 
and mostly Attic originals, and are mainly found within funerary contexts or domestic 
ones310. 
In this way, the figurine of the seated Aphrodite kourotrophos to be examined (Figure 
66), is an offering to the burial of a young girl311 and was co-found, among others, with 
                                                 
306 The spinning top is known as στρόμβος. See also LSJ Online, on the corresponding entry. 
307 Τζαναβάρη 1993, 1677. 
308 Τζαναβάρη 1993, 1678. Familiar with the Isiac cult also seems to be the deceased girl’s family that 
the seated Aphrodite kourotrophos was found, as figurines of leaning Aphrodite with Egyptian attributes 
and Harpokrates, Isis’ son, were found in the same burial as grave offerings. For more see III.1.3. 
309 Τζαναβάρη 2002, 172. 
310 Hadjisteliou-Price 1978, 163. 
311 From burial no.1.  
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another thirteen complexes of Aphrodite kourotrophos with a girl by her side and Eros 
at her shoulder312. 
The figurine is mainly hand-modelled, while some details are made by using a soft tool, 
probably out of wood. Her face, part of her neck and Eros, are mould-made. The 
backside, gradually modelled as well, consists of three parts and bears two round vent-
holes313. 
The synthesis is unique and complex, manufactured by a well-skilled local artisan, who 
uses, the himation, covering the upper part of the female body in a creative way, in 
order to cover up the attachment point of the two parts of the figurine. Some 
imperfections are mainly caused by firing and a negative impression is also caused by 
the omission of the left foot edge and the empty space at the bottom of the figurine. 
The disanalogous oversized hands of Aphrodite, conversely, are possibly due to the 
artist’s deliberate intention to offer a unique symbolism to the figure314. 
The goddess is depicted with her right leg folded above the left, on a backless seat, 
standard for kourotrophic deities, with no armrest and straight legs. On the seat, there 
is a cushion and fabric that covers the furniture, indicated by colour, on the sides of 
the figurine. The footstool has turned into legs ending with lions’ feet315. 
The motif of the right leg above the left is not common in the kourotrophos type. The 
Veroia figurine, however, is part of the iconographical tradition of Eutychides’ 
“Tyche316 in a more simplified version and less complex. The lower part of the 
synthesis forms a triangular composition that starts from the knee of the right leg and 
ends at the feet of the seat. On the contrary, the composition of the upper part is 
                                                 
312 See III.1.4a. 
313 Τζαναβάρη 2002, 171. 
314 Τζαναβάρη 1996, 289. Possibly it stresses the protectiveness of Aphrodite over Eros and furthermore, 
to the dead girl. 
315 Τζαναβάρη 2002, 174. 
316 Eutychides, Lysippos’ pupil and perhaps his son, has created the most influential image of Tyche in 
about 260 BC for the Seleucid city of Antioch. The statue depicted the goddess seated on a rock above 
the Orontes river. Her pose is contrived and twisted producing a three-dimensional effect (Burn 2004, 
137-138). 
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pyramidal, starting from the four corners of the seat and ending at the head of the 
female figure317. 
Aphrodite wears a short-sleeved chiton which exposes her left breast and an himation 
which drapes her upper body and ends up wrapped around her legs. The coiffure is 
Knidian, center-parted and bound in a bun at the back of her head, whilst two curling 
locks are attached on her shoulders. Her hair adorns a high stephane with incised rays, 
also very common in the female figurines of Pella’s rock-cut tombs318. At the 
stephane’s base, a rounded taenia forms a unique knot above her forehead. This knot 
resembles Herakles’ knots on Hellenistic jewellery319. A terracotta figurine of 50-20 BC 
from Myrina, depicts a woman wearing such a stephane with an Herakles knot (Figure 
67). 
Furthermore, the winged infant depicted with folded legs and hands, clasped on the 
right side of his face, should be identified with Eros. In the same position, he is also 
depicted in a terracotta figurine of Tanagra (Figure 68). In general, the illustration of 
winged Eros in the arms of a seated female is rare320. 
Koutrophic deities protected children from their birth321 until their death. Thus they 
had a chthonic hypostasis as well322. The intense presence of the Aphrodite 
kourotrophos in this burial, either seated or accompanying a girl with Eros on her 
shoulder, is evidently firmly connected to the burial of the little girl and her parents 
seeking comfort from the deity that will protect their deceased child as a mother 
would in her journey to the Underworld323.  
Moreover, seated females as votive offerings to sanctuaries, related to the birth and 
upbringing of children, are considered to be depictions of these deities. In graves, 
                                                 
317 Τζαναβάρη 2002, 172-173. 
318 Λιλιμπάκη-Ακαμάτη 1994, 220. 
319 Τζαναβάρη 2002, 173. 
320 Τζαναβάρη 2002, 174. 
321 As mentioned above, Isis or Artemis-Lochia or Eileithyia had that role and received dedications of 
mothers to be. 
322 Λιλιμπάκη-Ακαμάτη 2000, 44. 
323 Despite the fact that children were not considered full-members of the society and did not enjoy the 
full funeral ceremony (see esp. Garland 1985, 78 and on, for the funeral treatment of the special dead), 
they were accompanied by a multitude of funeral gifts reflecting the family's feelings, the need to satisfy 
the chthonic deities and the care of the relatives to protect children in an unknown world (Φιλήμονος-
Τσοπότου 2014, 183). 
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according to the most prevalent opinions, they are probably considered apotropaic, 
with the depicted deity protecting the dead in the afterlife. In children's burials, as in 
the particular, the enthroned figure also symbolizes the protective presence for the 
dead child324. 
Lastly, the oversized hands of Aphrodite, a unique element, seems to be deliberate, 
portraying the consolation the parents sought for their child in the caring hands of the 
goddess. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                 
324 Λιλιμπάκη-Ακαμάτη 2017, 37. 
  -47- 
III.1.4a. Standing Kourotrophos 
Iconographical Background 
In Veroia’s burials, the standing kourotrophos, identified as Aphrodite, is depicted in a 
wide variety of types that can be classified into three major categories: the standing 
figure holding Eros325 by the hand (Figure 69), the standing figure with Eros on  
shoulder (Figure 70) and the standing figure with Eros on shoulder and girl by her side 
(Figure 71).  
The close relationship of the standing female and Eros, that identifies the woman as 
Aphrodite, is derived from the way their bodies turn inwards and how Eros turns his 
head up to look at her, while she holds him by the hand (Figure 72). The same way Eros 
looks up at his mother is met in a votive figurine from the Sanctuary of Mother of the 
Gods and Aphrodite326 (Figure 73).  
Similarly, a freestanding votive statuette of Aphrodite and Eros from the sanctuary of 
the goddess at Daphni portrays this affectionate, mother-child connection (Figure 74). 
Both figures turn slightly inward, towards a strong central axis which is created by 
Eros’ engaged right leg and by the himation folds hanging vertically over the goddess’ 
engaged left leg and down her left side. This emphasizes the close relationship 
between them and forces the spectator to view the group from the front327. 
Moreover, in the complexes the goddess is depicted either fully draped, wearing a 
high-belted chiton and an himation, or the chiton and the himation are folded in a way 
that leave her right arm, the shoulder, and part of her breast exposed. In the last case, 
the himation covers the back of her head and is wrapped loosely around her body328.  
The posture with the hand on the hip and the way the himation is wrapped around the 
left arm, in the draped version, is attested in Tanagra during the 3rd century BC (Figure 
75). An earlier similar synthesis is preserved in a terracotta figurine of Aphrodite and 
                                                 
325 Both winged and wingless. 
326 Λιλιμπάκη-Ακαμάτη 2000, 44. 
327 Steward 2012, 281. For Eros looking this way up to his mother in sculpture, see also Machaira 1993, 
pl.38. 
328 Τζαναβάρη 2002, 137. 
  -48- 
Eros (or Pothos), from Corinth, of the 4th century BC (Figure 76). The morphological 
similarities, as well as the correlation of the Corinth complex with creations of large 
sculpture, allow the hypothesis that the figurines from Veroia reproduce earlier 
patterns that depict Aphrodite with Eros329. 
What is interesting in the way the woman is dressed is, that among the typical 
stephanae and diadems, in a few figurines she has her head covered by a kerchief330. It 
was a favoured female head-dress worn in most of the Greek world between the 4th 
and 1st centuries BC. It is a face-veil composed by cutting eyeholes into a single 
rectangular cloth (Figure 77). However, the majority of statuettes depict women with 
the veil thrown back off their faces and over their heads (Figure 78), just like the 
figurine of Aphrodite331. 
This kerchief could also be connected to ritualistic usage, as statues from Alexandria 
wear this in connection with the cult of Isis332. 
Furthermore, thirteen figurines, grave offerings of the same burial333, depict a standing 
female figure with Eros on her shoulder and a standing little girl on her right side. The 
female figure is standing with her right leg bent forward and sideways. With her right 
hand, she pulls up her himation, and with the left, she holds the right leg of little Eros 
who is sitting on her shoulder. At Eratyra of Upper Macedonia, a fragmented figurine 
of the same type is found, with Aphrodite kourotrophos holding the leg of Eros334 
(Figure 79). 
On the right side of the female figure, a little girl is standing, wearing an overfolded 
chiton, belted at her waist. With her right hand, she holds hesitantly335 the edge of the 
overfold and with the left, near her chest, a pigeon336.   
                                                 
329 Τζαναβάρη 2002, 126. 
330 The tegidion. For history and definition see esp. Llewellyn-Jones 2003, 62-64. 
331 Ibid., 62-64. 
332 Thompson 1963a, 51. 
333 Little girl’s burial no.1.  
334 Unidentified by Κεραμόπουλος at the time, he assumes it is the edge of the garment (Κεραμόπουλος 
1932, 126). 
335 This nervous rolling of the fingers has been interpreted as a gesture of a girl’s embarrassment that is 
close to physical womanhood but does not have the maturity of an adult yet (Uhlenbrock 1990, 125). 
See also Τζαναβάρη 2002, 140. 
336 Τζαναβάρη 2002, 136-137. 
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This original composition has the signatures of Δι[ονυσίου] and Μη[νά]. The two 
collaborate and also establish the artistic production of their workshop with a 
commercial trademark, along with their signatures337. 
From Veroia two more rock-cut chamber tombs have the same type of grave offering. 
One is a two-chambered tomb in Ev. Michalis’ plot338 and the other a one-chambered 
tomb, in the Gymnaseo Theleon plot, a woman’s burial339. The latter is accompanied by 
figurines of impressive size340. Among them Erotes, Priapos, pigeons and more341 and 
the aforementioned kourotrophos with Eros and child342. The burial is lavish in 
offerings, with jewellery and pottery, an almost intact tripod pyxis343 with plastic feet 
and the relief medallion of Artemis on the top of the lid344. 
The production of Veroia’s figurines is also attested in the domestic cult of 
kourotrophic Aphrodite, in the household sanctuaries in Kallipetra, at Lefkopetra site, 
located at Imathia prefecture345. The architectural remains of a building complex at 
Lefkopetra indicate that it was a sanctuary of the 2nd century BC, related to the Mother 
of Gods346 and Aphrodite. The complex of Aphrodite kourotrophos with the girl and 
Eros on her shoulder (Figure 80) was found in room 18 and a bust of the Mother of 
Gods in room number 18347. 
Next to the northeast entrance was the location of a large, circular hearth, while in 
contact with the northwest corner there was a built, clay-like construction in the form 
                                                 
337 Τζαναβάρη 2017a, 119. 
338 BCH 80, 313. 
339 Burial I, Πέτσας 1964, 352, pl.3. 
340 Around 0.50m or taller (Πέτσας 1964, 351). Around the same size are most of the figurines of 
Aphrodite examined in this thesis, with tallest the Sandalbinder type which ranges between 0.51-0.53m 
(Τζαναβάρη 2002, 262-263). 
341 Πέτσας 1964, 352. 
342 Τζαναβάρη 2002, 136, n.572. 
343 It is variation of the cylindrical pyxis, it is usually higher than 0.60m and the relief elements on the 
domed lid, depict deities or mythological figures. Those pyxidae served funerary rites as ascertained by 
their discovery in grave groups of Veroia and Pella (Τζαναβάρη 2012b, 144-45). See also Δρούγου and 
Τουράτσογλου 2012, 264-267; 1998, 177. 
344 Πέτσας 1964, 351-352, fig.413β,γ.  
345 It was administratively related to Veroia in the 2nd century BC (Τζαναβάρη 2017a, 120). See esp. 
Στεφανή 2002, 537-538; Στεφανή 2010, 99-123. 
346 The Mother of the Gods was most of all Mother of the nature, of the gods, of all humans while she 
also protected the polis, the household, the family, even Death (Λιλιμπάκη-Ακαμάτη 2000, 207). The 
half-moon on her crown was also related to Aphrodite Melainis, the dark Goddess of the Dead 
(Λιλιμπάκη-Ακαμάτη 2000, 215). See II.2, for more on Aphrodite’s chthonic hypostasis. 
347 Στεφανή 2010, 107. 
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of a bench. A group of devotional objects were placed on the bench: Eros leaning 
against a pillar348, thymiateria, a complex of Aphrodite with erotideis, a Dionysian 
terracotta figure, and more cult-related objects349. 
There are no iconographical parallels of this type of kourotrophos in other coroplastic 
workshops350. The few examples of the type come from locations in Upper Macedonia, 
as the aforementioned complex of cultic use at Leukopetra, from Eratyra351 and one 
found in a two-chambered “Macedonian” tomb in Eordea352, dated in the mid-2nd 
century BC (Figure 81) 353. Therefore, it seems that this complex is an original synthesis 
of the local workshop of Veroia of the mid-2nd century BC354. 
The rest of the kourotrophos complexes in the other types originate from a female 
burial355 in a two-chambered rock-cut tomb, with eleven complexes and one 
anadyomene (fig.31)356 and from a cremated female from a larnax in a one-chambered 
rock-cut tomb357. The latter had one kourotrophos complex358 on the top of the larnax, 
along with standing females and female heads and other pottery offerings359.  
                                                 
348 Τζαναβάρη 2002, pl.83, fig.279-283. 
349 Στεφανή 2010, 107-108. 
350 Τζαναβάρη 2002, 141. 
351 It comes from the same patrix of the workshop of Veroia, that the complex belongs to (Τζαναβάρη 
2002, 138). 
352 The circulation of the figurines from the workshop of Veroia is also certified by the Tanagra type 
figurines of the same burial (Τζαναβάρη 2017a, 120) and that the kourotrophos complex comes from 
the same patrix of the workshop of Veroia, that the complex belongs to (Τζαναβάρη 2002, 138). 
353 It is located at the west foot of a hill of Vermion, at Eordaia’s Spelia. As regards the tomb, even 
though looted in the modern age, it can be concluded that the dead were placed on biers and the 
terracotta figurines (all portraying female figures, alone or with Erotes) belonged to the burial of west 
kline, as they were found on it (Καραμήτρου-Μεντεσίδη 1985, 246). The analysis of the teeth and 
fragments of the skull, showed that the bones belonged to a person 25-30 year old. The conclusion that 
it was a woman comes from the grave offerings: the terracotta figurines, exclusive offerings to female 
burials in Pella and Veroia, the knucklebones, offerings in female and child graves and an unguentarium, 
part of female toiletry (Καραμήτρου-Μεντεσίδη 1985, 275). Out of all the figurines, the kourotrophos 
complex was the only one having a suspension hole on the back (Καραμήτρου-Μεντεσίδη 1985, 269). 
354 Τζαναβάρη 2002, 141. 
355 Burial no.2. 
356 Τζαναβάρη 2002, 31. 
357 Τζαναβάρη 2002, 37-38. 
358 It is possible that out of all the kourotrophoi complexes, this is the only one that depicts the dead 
woman with a baby in her arms and not the goddess (Τζαναβάρη 2002, 220, n.30). 
359 Τζαναβάρη 2002, 38. 
  -51- 
From the first burial of the two-chambered tomb, the type of Aphrodite with one Eros 
on her shoulder and one by hand (Figure 82) is also found in a woman’s burial at a two-
chambered tomb in Ev. Michalis’ plot360 (Figure 83). 
Concluding, Aphrodite as kourotrophos is present in a little girl’s burial in thirteen 
figurines depicting her with a little girl with a pigeon by her side and Eros on her 
shoulder and in the same burial belongs the unique seated kourotrophos Aphrodite 
with the enormous hands nursing Eros. She is also present with another eleven 
complexes of kourotrophos of various types in a woman’s burial and in a cremation of 
a woman in a larnax, which might not be the goddess herself but the dead woman who 
holds a baby in her arms.  
Among the complexes of the standing kourotrophos, of particular interest is the little 
girl with the pigeon portrayed by the side of Aphrodite (Figure 84). Stylistically, the girl 
is close to a series of terracotta figurines, like the one from Corinth dated at the 3rd 
century BC (Figure 85) that portrays a standing draped girl, also holding the hem of her 
overfold in a nervous way. The particular figurine comes either from a tomb or from 
the Sanctuary of Demeter and Kore, where similar votive gifts, have being connected 
to marriage rituals. If found in a tomb, then it is possible that it was deposited in the 
burial of a girl close to marriageable age361. 
Those depictions are also, close to the iconography of arktoi (Figure 86) connected to 
the cult of Artemis Brauronia362. The pigeon is the sacred bird of Aphrodite, which 
characterizes both the deity herself and her devotees and is also considered as a 
symbol of fertility and kourotrophic deities363.  
                                                 
360 BCH 80, 313. 
361 Uhlenbrock 1990, 125. 
362 Τζαναβάρη 2002, 139-140. During the rite de passage of arkteia, the young virgins of Athens were 
dedicated to Artemis Brauronia, before marriage. Artemis, in her capacity as a kourotrophos, was a 
protector of the young girls in their transition from childhood to marriage and motherhood (Πενίδου 
2009, 42-44).  
363 Μποσνάκης 2009, 170. 
  -52- 
As a funerary symbol, the bird in the hands of a dead girl is a motif of funerary stelae 
known from Attica of the the 4th century364 and was created on the islands of the 
Cyclades and the Ionian coast365.  
Therefore, it is possible that the girl, holding the pigeon in this complex, is the 
deceased little girl herself366, who died around marriageable age as the iconography of 
the dress could suggest. As a little parthenos, she dedicates herself to the kourotrophic 
deity, which here in Veroia is represented by Aphrodite. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                 
364 Παπασπυρίδη-Καρούζου 1957, 79.  
365 Ακαμάτης 1987, 21. See e.g. the grave stele of a little girl, located at the MET (accession number: 
27.45), made of Parian marble and dated circa 450–440 B.C.  
366 Τζαναβάρη 2002, 221. 
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Part III.2. Eros 
The majority367 of the figurines with Eros derives from one girl’s burial368. Twenty-eight 
figurines depict369 him either as an adolescent or close to puberty or as a carefree child 
playing with animals or reading on the ground.  
III.2.1. Eros Leaning Against a Pillar   
Eros leaning against a pillar is a motif known since the late 4th century BC and becomes 
popular in Hellenistic age with many figurines found in Asia Minor, Greece, Italy, 
Cyprus, and Cyrenaic370. This motif is also dominant in the Hellenistic rock-cut tombs of 
Pella where he is depicted as ephebos or as a pre-adolescence child371 and also as a 
votive figurine at the Sanctuary of the Mother of Gods and Aphrodite at Pella372. 
Eros as an adolescent, naked, is leaning against a pillar (Figure 87, Figure 88) and is 
depicted in five figurines373. He stands with his wings wide open and his weight 
between his left stable leg and the pillar. It is mould-made on the front, along with the 
base, while the back is hand-modelled374. 
The delicate modelling of his body is not associated with childhood but is the result of 
an equal combination of the feminine and masculine elements of his body. His 
shoulders are broad, his chest is slightly shaped, his belly rounded and soft but his 
androgynous nature is most evident especially in fig.88, which has the female coiffure 
of the so-called Capitoline Aphrodite375.  
                                                 
367 Apart from Eros mellephebos from burial no.4 and one figurine of Eros with a rooster (inv. number: 
Π4662), that comes from a burial of a girl at a niche cut at the north wall of dromos, that leads to the 
interior of chamber tomb K 46 -8β niche K 48, Karantoumani plot, Pythagoras street O.T. 193A-, 
(Τζαναβάρη 2002, 45).  
368 Burial no.4. 
369 In this thesis, only or two examples from each type will be examined, as the aim is the funerary 
dimension and not the detailed analysis of his iconographical types. 
370 Τζαναβάρη 2002, 180. 
371 Λιλιμπάκη-Ακαμάτη 1994, 232. 
372 Λιλιμπάκη-Ακαμάτη, 2000, 53, pl.66β, 65γ, fig.77,78. 
373 All can be found in Τζαναβάρη 2002, pl.53, fig.279-283. 
374 Τζαναβάρη 2002, 179. 
375 It is the same coiffure two figurines of the anadyomene type have, for more see III.1.2. 
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Eros with effeminate traits began appearing already in the Classical period and with 
androgynous characteristics he is portrayed in the early Hellenistic period. Therefore, 
this rendition is probably due to the general preference of portraying Eros with an 
effeminate appearance, like a figurine from Myrina, with the same hairstyle (Figure 
89).  
The depiction of Eros ephebos could be a commemorative reference of the age of the 
girl that was possibly around puberty at the time of her death. 
III.2.2. Eros Mellephebos 
Eros near puberty376 is depicted in one figurine377, but is partially preserved. The front 
side is constructed with four moulds, and some details are hand-modelled. He is 
depicted naked, with the body of an adolescent and large wide wings. His weight is on 
his left leg, and his right standing leg is projecting the right hip. His head turns to the 
lost object he once held with his left hand378. 
Eros portrayed as a naked, winged379 adolescent youth, with his weight on the left or 
right foot is an iconographical type with a long history at Myrina that began in the late 
third century BC380. 
The way he is illustrated stresses the intermediate stage between a child and an 
adolescent. The chubby limbs, the big belly, the round cheeks, and chin are features of 
a small child, but at the same time, the firm chest and thighs are features of an older 
boy just before puberty381.  
The way his left arm is lifted indicates that he was holding a light object such as a 
Silenos mask and not a vessel, an instrument or an animal. Child figures holding masks 
are depicted on terracotta figurines of Myrina at the end of the 2nd century BC382. If 
                                                 
376 Eros mellephebos.  
377 It can be found in Τζαναβάρη 2002, pl.83, fig.284. 
378 Τζαναβάρη 1996, 310. 
379 As Τζαναβάρη Κ. notes (2002 182, n.1070), in the figurine of Veroia, there is no suspension hole at 
the back, therefore cannot be placed at the type of Eros in flight. 
380 MET 2017. 
381 Τζαναβάρη 1996, 311. 
382 Τζαναβάρη 1996, 311-312. 
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this is the case, then it fits the rest of the figurines of the grave with Aphrodite 
portrayed with various Dionysian attributes. 
III.2.3. Eros with animals 
The iconography of youthful figures on animals is particularly prevalent in the 
Hellenistic period. It was created in Italy and spread to Greece through trade. It has 
been argued that the subject of the child on animals represent the Soul's allegory on 
her last journey to the Underworld. Other figurines found in tombs of South Italy have 
been interpreted as toys whilst in Veroia and Pella, they were popular grave offerings 
as well383. 
Dog   
Dogs are domestic animals but are also associated with the cult of Hecate and Isis. As 
grave offerings in child burials, they substituted real animals so they would be 
children’s eternal companions384.  
Five figurines385, depict Eros stroking a dog (Figure 90), all mould-made on the front 
side, whilst individual moulds were used for the wings. The bad formation of the back 
of the head indicates a hasty construction386. 
Eros is depicted with small wings, as a chubby boy. He is standing with open legs, 
slightly turning his body on his left. He is naked with only a chlamys covering his upper 
body. He bends his head, and with his left hand, he is stroking a little bouncing dog by 
his side. Such domestic animals are known from the sources as “Melitea kinidia” 
(Figure 91)387 and were depicted in Attic vases and grave stelae since the classical 
period388.  
                                                 
383 Λιλιμπάκη-Ακαμάτη 1994, 234. 
384 Κόρτη-Κόντη 1994, 83. 
385 All can be found in Τζαναβάρη 2002, pl.84, fig.285-289. 
386 Τζαναβάρη 2002, 182-183. 
387 This dog is a common companion of children in Attic grave stelae (Ακαμάτης 1987, 22-23). See e.g. 
the Attic grave stele of a little girl called Melisto (located currently at the Harvard Art Museums, with 
accession no: 1961.86) of circa 340 BC; See also Δεσπίνης 1963, 64-65, pl.4α, for the chthonic hypostasis 
of the dog on funerary trapezae. 
388 Τζαναβάρη 2002, 183. 
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The modelling of Eros’ body is delicate and seems slightly shaken. A slight sense of 
three-dimensionality is given by the position of Eros, sideways on the base. Such 
parallelepiped-shaped bases are conventional in Asia Minor’s coroplastic workshops, 
especially Myrina (Figure 92) and are dated between the 1st century BC-1st century 
AD389. 
Hare 
Eros playing with two hares is portrayed in eight figurines390, all constructed out of the 
same mould, except for one391, that differs noticeably from the rest, especially in the 
type of the head392.   
Eros is portrayed in front, with small wings and childlike proportions. He is naked, with 
a single himation wrapped around his raised left forearm. He bows his head slightly 
down, and with his right hand, he holds a hare by the ears as a second hare tries to 
free him from the little god’s grasp (Figure 93). Eros with rabbits or hares of the same 
period is also depicted in two terracotta figurines from Myrina393. In pottery, his 
illustration with the animal is rare394. 
The bases are the same as with Eros playing with dogs, common in Asia Minor’s 
coroplastic workshops, and especially Myrina395. 
There is no funerary reference to the specific animal, so it is a portrayal of everyday life 
and a moment of child play, who clumsily holds the hare by the ears. 
Rooster  
A rooster is often depicted on ancient vase paintings accompanied by a young boy or 
Eros and represents an excessive sexual desire. It was also given as a gift from a lover 
to his beloved396. Moreover, it was related to marriage, health, life, death, and 
                                                 
389 Τζαναβάρη 2002, 183. 
390 All can be found in Τζαναβάρη 2002, pl. 85-86, fig. 290-297. 
391 Τζαναβάρη 2002, pl. 85, fig.290. 
392 Τζαναβάρη 2002, 183. 
393 Τζαναβάρη 2002, 184. 
394 Ibid., 184. See e.g. the early 5th century black-figure olpe with flying Eros holding a hare, currently 
located at the Palazzo dei Conservatori, Capitoline museums at Rome (access. no. MC 66). 
395 Τζαναβάρη 2002, 184. 
396 Mastrocinque 2016, 216. 
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chthonic worship397. In child burials, the rooster with Eros could be a toy or a 
substitute of a real sacrifice for the dead398. Such sacrifice took place at the funeral 
ceremonies to soothe the chthonic deities399. 
In Veroia’s tombs Eros is depicted in two types: in the first, he is trying to protect the 
nuts he holds, from the gluttony of a rooster who tries to steal them and in the second 
fighting with a rooster. 
The iconography of Eros, who tries to protect, usually, a bunch of grapes and, more 
rarely, larger nuts from a ravenous cock, is often reproduced in the 2nd and the 1st 
centuries BC from the workshops of mainland Greece, Crimea, Myrina400 and 
Kharaheb401. At Pella, two figurines with Eros holding a bunch of grapes have been 
discovered in a chambered tomb402. 
Five figurines403 depict Eros protecting his nuts from a rooster (Figure 94). Eros is 
standing upright, with open legs and with a violent movement, he pulls up his chlamys 
with his right hand, which is full of nuts, while with his left he tries to repel a rooster 
who struggles to snatch them. The front side is moulded, and for the wings, individual 
moulds were used. The back side is modelled with small blocks of clay. The vent-hole is 
either circular or ellipsoid404.  
The oblong position of the figures and the diagonal folds of the drapery project a sense 
of three-dimensionality. However, it remains a closed and one-dimensional 
composition, without escaping the dominant trend of the late Hellenistic period, as it 
dates around the middle of the 1st century BC405. The base is simple and 
rectangular406. 
                                                 
397 Λιλιμπάκη-Ακαμάτη 2017, 39. 
398 Κόρτη-Κόντη 1994, 83. 
399 Αχειλαρά 2000, 144. 
400 See esp. Burr 1934, pl. XI, fig. 25. 
401 Τζαναβάρη 2002, 186. 
402 Λιλιμπάκη-Ακαμάτη 1994, 210, fig. 415. 
403 Τζαναβάρη 2002, pl.87, fig.299-303. 
404 Τζαναβάρη 2002, 185-186. 
405 Τζαναβάρη 2002, 186. 
406 This shape is typical for figurines of the same motif in the workshops of Myrina, which date from late 
2nd century BC-1st century AD. See e.g. Burr 1934, pl.XII, fig. 29. 
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The second motif is only depicted in one figurine (Figure 95) where a chubby, naked 
child-Eros is fighting with a rooster. He kneels with his left foot and firmly grasps the 
rooster’s neck which is on his right. It is inspired by a sculpture created by the Greek 
sculptor Boethos of Chalcedon in the 200-150 BC, which became a model for 
terracotta complexes of the late Hellenistic period407. In that creation, a young boy is 
grasping a large goose from the neck, but it is not clear whether he plays or wants to 
fight with it408. 
The front side comes from one mould, and special moulds were used for the wings. 
The back side is modelled with small blocks of clay, and the vent-hole is ellipsoid. With 
careful observation, it is clear that when the coroplast was taking the figurine out of 
the mould, the body of the rooster was detached, a possible result of a worn out 
mould409.  
Swan     
The child with a bird theme has been known since the 5th century BC, as attested in 
many gravestones; even though the bird is frequently a dove, the idea is to symbolize a 
premature death and a childhood lost410.  
Among votive offerings from southern-Italian and Greek sanctuaries, Eros or child is 
riding or taming domestic animals. A swan or a goose in figurines, was ideal, regarding 
proportion, for riding411. It was a popular Hellenistic terracotta type in Italy that moved 
eastward with the Italian merchants412. It became a favourite motif also in the 
coroplastic workshops of Greece, Asia Minor, Cyrenaic at the Hellenistic period, 
especially in its late phase413.  
                                                 
407 Τζαναβάρη 2002, 187. 
408 Ridgway 2006, 645, fig.1. 
409 Τζαναβάρη 2002, 186. 
410 Ridgway 2006, 645. 
411 Mastrocinque 2016, 219. 
412 Thompson 1965, 61. 
413 Τζαναβάρη 2002, 187. 
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Three figurines414 depict Eros riding a swan, constructed with four moulds while the 
wings are attached with an additional amount of clay, a spot where the colorplast’s 
fingertips are visible. The vent is small either circular or ellipsoid415. 
Little Eros is clinging on tightly to the swan whose head bends down. The central axis 
of the composition is diagonal, starting from the tail of the swan and ending on its 
beak. However, the balance of the synthesis is achieved through the vertical axis, from 
the bird’s feet, interrupting the diagonal and ending at Eros’ head (Figure 96)416. 
III.2.4. Eros reading a Diptych 
Eros on the ground reading a diptych (Figure 97), comes from the same burial417 as the 
figurines with Eros with animals. Eros is seated on the ground and has his head above 
an open diptych which stabilizes with his left hand on his legs. He wears a chitoniskos, 
which covers his whole body to his knees and its edges fall sideways, on the base of 
the figurine. His wide-open legs are interlocked and form an open X418.  
The iconographical type of Veroia’s figurine does not have a known parallel419. 
However, Aphrodite sitting on a rock with an open diptych with Eros looking over her 
shoulder is known from a terracotta complex from Cyrene420 and the necropolis of 
ancient Pyrra, in Lesvos421, both from the 4th century BC.  
The synthesis of Veroia is developed in a closed form and represents a typical 
occupation of children422.  The base is trilateral, a shape quite rare, and is also found in 
Myrina’s terracottas of the mid-1st century BC423. The frontal side is moulded and the 
base is hand-modelled. The vent-hole has an ellipsoid shape424. 
                                                 
414 All can be found in Τζαναβάρη 2002, pl.88, fig.305-307. 
415 Τζαναβάρη 2002, 187. 
416 Τζαναβάρη 2002, 187. 
417 Νo.3. 
418 Τζαναβάρη 2002, 184. 
419 Τζαναβάρη 2002, 185. 
420 Musee des beaux-arts de Montreal 2003, 138, fig.85. 
421 Αχειλαρά 2000, 226, fig. 164. 
422 The depiction of a student with a diptych is known since the Archaic Period (Τζαναβάρη 2002, 185). 
423 Τζαναβάρη 2002, 185. 
424 Τζαναβάρη 2002, 184. 
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As the burial is that of a young girl, reading a diptych was part of the child’s life. In the 
same burial, a figurine of a pedagogue425 with a child on his shoulder is also related to 
the education the child once had. In a subterranean rock-cut tomb of the mid-2nd 
century B.C, in Pella, thirty terracotta figurines of pedagogues were found426. 
In figurines portraying pedagogues, one can recognize the dear companions of the 
dead children who accompany them to the other world427. In accordance with those 
slave educators, comes Eros reading the diptych, an occupation the child used to do 
when alive. 
III.2.5. Sitting Eros 
One figurine, with missing arms and head, depicts Eros as a child sitting down428. His 
body and legs are hand-modelled and his wings mould-made. It was presumably part 
of a larger complex429. He is portrayed naked, sitting down with his wings wide open. 
He slightly bends his body to the left and folds his right leg underneath the right430.  
The one-chambered rock-cut tomb was flooded by a torrent and thus, was severely 
disturbed431. The woman buried inside432 had lavish offerings, among which figurines 
of Aphrodite, with Dionysian attributes. It is possible that this Eros was also part of an 
equally impressive figurine as the anadyomene433 or the leaning type434 of the same 
burial435. 
 
 
                                                 
425 The pedagogues are the elderly slaves of the house, who accompanied the children of the first school 
age on their walk or to school. They taught them good behaviour and how to write with the help of 
diptychs and prepared them for the lessons of the day (Λιλιμπάκη-Ακαμάτη 1983, 242-243). 
426 Λιλιμπάκη-Ακαμάτη 1983, 221. 
427 Λιλιμπάκη-Ακαμάτη 2017, 40. 
428 It can be found in Τζαναβάρη 2002, pl.88, fig.308. 
429 It is presumed by a piece of clay attached next to his left thigh (Τζαναβάρη 2002, 188). 
430 It is an iconographical motif also known in terracotta figurines of Myrina which depict Eros and 
childen (Τζαναβάρη 2002, 188). 
431 Τζαναβάρη 2002, 32. 
432 Burial no.4. 
433 Fig.27. 
434 Fig.45. 
435 Τζαναβάρη 2002, 188, n.1128. 
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Part III.3. Complexes 
 III.3.1. Aphrodite and Adonis 
The complex originated from a young girl’s burial436 in a small vaulted tomb. The group 
portrays a naked female figure with a high stephane, bending over a funeral bed and 
holding a dying young man in her arms who lies on a couch. At the head of the kline, a 
mourning woman stands by (Figure 98). The scene derives from the typical prothesis of 
the dead, as depicted on the Attic vases of Geometric and Classical periods437.  
From the Geometric period onwards, women around a funeral bed are depicted 
dressed. When they are naked, they are almost exclusively identified as nymphs, 
Aphrodite or heterai. Combined with the nudity, the stephane with a taenia supporting 
it, and the strophion, that is indicated by pigment underneath the breasts of the 
female438, then the figure is identified with the goddess439. The young man is 
presumably Adonis, dying in the arms of Aphrodite440. 
This myth is an expression of the archetypal motif of the dying lover and his 
resurrection. This motif recurs in various forms, not only in Greek and Roman 
mythology but in other mythologies as well. The god Adon was the god of permanent 
renewal, fertility, and beauty in the Canaanite pantheon. The myth has him involved 
with his everlasting lover Astarte who became Aphrodite when the myth was 
transferred to the Greek region through Cyprus441. 
                                                 
436 No.3. Among the offerings, she had eleven puppet-dolls (plaggones), which were offerings to the 
chthonic deities of girls who have died without getting married (Λιλιμπάκη-Ακαμάτη 2017, 38). For the 
aoroi dead, see Garland 1985, 77-78; Μαργαρίτη 2010. 
437 Τζαναβάρη 1987, 870. 
438 This is how the strophion is portrayed on figurines of Aphrodite. For more on the undergarment and 
its depiction on Aphrodite, see III.1.1. 
439 Τζαναβάρη 1987, 866. 
440 Τζαναβάρη 1987, 870. 
441 Azar, 2016. 
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In the same burial, four figurines of mantle-dancers442 accompany the dead girl. It has 
been suggested that these women were dancers at religious festivals and that the 
covering of head, hands, and face was associated with a religious ritual, and thus 
signiﬁed cleanliness before the deity443. They have also been related to the worship of 
Demeter or the Mother of the Gods – Cybele, Isis, as well as the worship of Adonis444. 
The frontal side is mould-made, whilst the back and some details are hand-modelled. 
Underneath, there is an opening of ellipsoid shape. The man is naked and is covered by 
a funerary sheet445 and on his head, he wears a wreath of flowers. His left arm hangs 
down lifeless, and his right one embraces the woman’s left shoulder446. 
The earliest literature reference to the lament for Adonis comes from a fragment 
attributed to Sappho. It was probably part of a lament performed as a dialogue 
between Aphrodite and the Nymphs447. 
In funerary arts, the representation of dying Adonis was a favorite theme in Roman 
sarcophagi of the 2nd century AD448. Morover, rituals of Adonis were common in some 
regions of the East. At Byblos, for example, the ceremony dedicated to Adonis was a 
festive public event that began with lamentation and sepulchral sacrifice and ended 
with a joyous procession that accompanied Adonis who has risen from the dead, like 
the Egyptian god Osiris449. 
In Ptolemaic Alexandria, the ceremony was held in the palace of Queen Arsinoe, wife 
of Ptolemy II Philadelphus. A funerary procession of bare-breasted women with hair 
undone would accompany the statue of Adonis out of the town to the shore450. 
                                                 
442 See Τζαναβάρη 2002, pl.55. 
443 Dillon 2012, 231. 
444 Λιλιμπάκη-Ακαμάτη 2017, 37. 
445 The corpse was wrapped in a shroud (the endyma) which was supplemented by an epiblema, a 
bedspread. For more see esp. Garland 1985, 24. 
446 Τζαναβάρη 1987, 862. 
447 “-Tender Adonis is dying, Kythereia. What are we to do? -Beat your breasts, maidens, and rend your 
tunics.” Alexiou, Yatromanolakis and Roilos 2002, 55. 
448 Τζαναβάρη 1987, 870. 
449 Bosnakis 2009, 41. 
450 Bosnakis 2009, 42. 
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Dying Adonis is usually depicted on a klismos or a rock and not on a funeral bed as in 
the particular group. Aphrodite is not always present at the scene, but when she is, she 
is standing close by and wears a chiton and an himation451.  
The young mourning woman wears a chiton with a long overfold belted at her waist, 
and she is fixing the position of the pillows. Her hair is undone and forms loose curling 
locks. The details of her face are worn out as a result of a worn, multi-used mould452. 
Thus, the burial of Adonis and the mourning of Aphrodite are characterized by the 
hope of the return. The relatives believed that their beloved dead would continue to 
exist in another life and that they would meet again453. Moreover, in the same burial, 
two figurines of Isis were also retrieved. The nucleus of Isis’ cult was the immortality of 
the soul454. Thus, apart from the probability that the girl’s family worshipped the 
Eastern goddess455, the hope of the afterlife is expressed by both eastern deities as the 
Hellenistic mystery-religions, relating the believer to the deceased and the risen 
god456. 
  
 
 
 
 
 
 
 
 
 
 
 
                                                 
451 Τζαναβάρη 1987, 868. 
452 Τζαναβάρη 1987, 863. 
453 Τζαναβάρη 1987, 870 
454 Τζαναβάρη 2002, 231. 
455 Possibly the girl was also dedicated to her while she was still alive, as it happened in the Imperial 
Period (Τζαναβάρη 2002, 231). There are instances of children dedicated to the religion by their parents, 
in the Isiac religion as a family cult (Heyob 1975, 78). 
456 Wendland 1913, 350. Adonis but also Isis’ brother-husband, Osiris, both have risen from the dead. 
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III.4. Dionysian Attributes on Aphrodite: A Promise of Re-birth 
The shift in the sociopolitical structure of the polis-oriented Greek world towards 
Alexander’s multi-cultural ideal upsets the trust in the traditional deities. During the 
Hellenistic period, mobility and constant political changes enabled individualism and 
alienation457. Moreover, the influence of Stoic, Epicurean and Cynic philosophies 
introduces a more generic and abstract approach to the divine. Thus, the individual in 
an impersonal and uncertain world of ideological changes turns to secret rites of 
initiation that promise rewards in the afterlife458.  
Mysteries are a form of personal religion aiming towards a form of salvation459. 
Chthonic and mystery cults, during this period, revitalize deities such as Dionysus, 
Asclepius, Persephone, and Demeter who become mediators between the world of the 
living and the dead and offer relief to the agonizing fear of death, within a world of 
change460. 
Dionysus, in particular, a boundary god, bridges the gap between the world of the 
living and the realm of death461. Tradition says a lot about Dionysus, the god who visits 
or even lives in the world of the dead. For instance, according to Orphic Hymns, he 
grew up in Persephone's home and sleeps in her house in the intervals before his re-
appearances. He is even called Χθόνιος Διόνυσος462, and according to this chthonic 
version, he was born to Persephone and was slaughtered by the Titans463. The Titans, 
however, received Zeus’ wrath and thunderbolt, and humans were born from their 
ashes. Dionysus’ heart, though, remained intact, and from this, Semele gave birth to a 
second Dionysus464. 
                                                 
457 Moss 2017, 28. 
458 Miller-Ammerman 1990, 38-39. 
459 Burkert 1987, 13. 
460 Miller-Ammerman 1990, 39-40. 
461 Moser 2006, 12. 
462 Otto 1965, 115. 
463 Burkert 1987, 73. 
464 Χατζόπουλος 2002, 26. 
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This motif of re-birth is the reason why Dionysus is so present in the graves. The same 
motif also bears for Adonis as well as Isis, who established her claim over the sphere of 
death when she became united with Osiris, the god of the dead465. All three are 
present in Veroia’s burials through the central worshipped goddess, Aphrodite. 
The geographical distribution of Dionysus' worship in northern Greece, indicates that 
the God was popular throughout Lower Macedonia. The cult of Dionysus is also found 
in several locations in Upper Macedonia and the area east of Axios, during the 
Hellenistic and especially during the Imperial periods. Similarily Dionysus’ sanctuaries 
are known in Dion and Meniida466, while we assume the place of his sanctuary in 
Veroia467. 
The goddess in the figurines of Veroia is portrayed with wreaths made of ivy leaves 
and other attributes that imply her connection with Dionysos. She is also often 
accompanied by members of the Dionysian thiasos468. The linkage of Aphrodite with 
Dionysus primarily comes from her relationship with him, as she is called his consort 
and she supposedly became the mother of the Charites in Orchomenus by him469.  
A deceased person wreathed with ivy-leaves, indicates that he or she was initiated into 
the Dionysiac mysteries470. Thus, burials such as no.4, whereby the woman has 
offerings of Aphrodite anadyomene and in the leaning type with intense dionysiac 
attributes and of the sandalbinder type, with the headband, Dionysus on her forehead, 
presumably means that the deceased female was an initiate. 
Head-accessories 
Ivy Wreath (Figures 99-100) 
The goddess is depicted with an ivy wreath in one figurine of the leaning type and two 
of anadyomene. Like Apollo has the laurel as his insignia, Dionysus has the ivy. For 
that, he is called "the ivy-crowned." During the Hellenistic period, we hear that 
                                                 
465 Heyob 1975, 53. 
466 The ancient city Μενηϊς, where the modern municipality of Skydra is located.  
467 Τσιάφης 2017, 147. 
468 Τζαναβάρη 2002, 224. 
469 Otto 1965, 176. 
470 Τζαναβάρη 2002, 224. 
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initiates had themselves tattooed with the mark of the ivy leaf471. The myth says that 
the ivy appeared simultaneously with the birth of Dionysus to protect him from the 
flames of lightning which consumed his mother472. 
Furthermore, the cycle of the growth of ivy also represents the duality of the god 
himself, as well as the dual nature of existence, of life and death. First, it puts out the 
so-called shade-seeking shoots, with the characteristic leaves. Later, however, the 
second kind of shoot appears which grows upright and turns towards the light. The 
leaves, then, are formed differently, and now the plant produces flowers and 
berries473. 
Mitra (Figures 101-104) 
Another attribute associated with Dionysus and the goddess wears is the mitra on the 
forehead. Dionysos, Ariadne and members of his thiasos, have been represented with 
the mitra since the 4th century BC474. The mitra was a band which crossed the front of 
the face, between the eyebrows and the hair and was tied back in a knot, while the 
edges hung down on the shoulders or on the back475.  
Depictions of the god with the mitra on his head from Taras and Smyrna, resemble the 
way Aphrodite wears it in the figurines of Veroia. 
Thiasos 
Priapos 
Priapos is also connected with the Dionysiac mysteries and is found as a herm in the 
type of the leaning Aphrodite. His is an ithyphallic daemon, associated with vegetation 
and is considered to be son of Dionysus and Aphrodite476. 
Like the goddess, he is also a deity of life and fertility; he is portrayed at funerary 
monuments and graves, to ensure a safe passage to the underworld and to prevent 
                                                 
471 For more see esp. Otto 1965, 127, n.7. 
472 Otto 1965, 153. 
473 Otto 1965, 154. 
474 Gkikaki 2016, 101. 
475 Μπεζαντάκος 1987, 88. 
476 Τζαναβάρη 2002, 224-225. 
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disturbance of the grave. Moreover, he also protects the deceased body from evil 
spirits, with his erected phallus and guarantees prosperity in the afterlife477.  
The erected phallus, as an object used to avert the Evil Eye is attested in Greece from 
the 6th century BC. In the Roman world from at least the 2nd century BC, it was 
considered apotropaic478.  
Silenus 
In three figurines of the leaning Aphrodite and one anadyomene, the goddess holds a 
mask of Silenus with her extended hand. The mask was a popular appurtenance of 
apotropaic cult479.   
Silenoi and satyrs were part of Dionysus’ entourage, therefore, masks depicting Silenos 
were associated with the worship of Dionysus. Through them, the individual identities 
of the worshippers were released through wine consumption, ecstatic dancing, in 
order to be re-born480. 
The Bacchic rites were also involved in nocturnal ceremonies at the tomb: a graffito 
from Philippi informs us on how the participants invite the deceased child to 
participate in their dances, as a little satyr481. 
Other objects 
During the Hellenistic times, the liknon482 is associated with the mysteries of Dionysos, 
where it appears filled with the fruits of the earth and a phallus483. The goddess holds a 
kanoen484 full of fruits, among them grapes, Dionysus’ trademark, and other funerary 
sweets in one leaning Aphrodite and one anadyomene. 
 
                                                 
477 Moser 2007, 39. 
478 E.g. babies wore a phallus as protection against the Evil Eye and also charioteers hung it from the 
chariot, for the same purpose (Warner-Slane and Dickie 1993, 486). 
479 Dietrich 1961, 46. 
480 Uhlenbrock 1990, 115. 
481 Burkert 1987, 23. 
482 Votive miniature trays (see esp. Brumfield 1997). 
483 Brumfield 1997, 147-148. The phallus is a symbol of regeneration and fertility, attaches life to death, 
to Hades, a place that is linked with chthonic Dionysus (Moser 2006, 11-12). 
484 See III.1.2. for definition. 
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Concluding, the regenerative power of the Dionysian worship in the tombs of Veroia is 
revealed through the attributes Aphrodite bears on herself or through the 
complementary daemonic figures associated with Dionysus’ thiasos. Re-birth is a 
promise carried by the initiates of Dionysus that can soothe the violent power of 
Death. 
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Part IV. Discussion - Conclusions 
The artistic output of the local workshop of Veroia, assigned to the last third of the 3rd 
century BC485 and active until about the middle of the 1st century BC486, is affected by 
the popularity of Aphrodite during this period. Even though her types are under the 
sphere of influence of workshops from Asia Minor and more specifically Myrina487, 
notable local artisans also create unique syntheses of the goddess.  
Thus, the flowering of the workshop, in the mid-2nd century BC onwards, occurs at the 
time during which the rock-cut chamber tomb is widely used as a funerary monument 
in the area, as well as Bottiaia in general. It seems that those two phenomena are 
connected, as a large proportion of the workshop’s output, is destined to be used as 
grave offerings488. Moreover, it seems that the production of the workshop ends 
around the 1st century BC, a period that the type of the rock-cut chamber tomb also 
ceases to exist489. 
Aphrodite in the Hellenistic period is the most commonly portrayed subject among the 
terracotta figurines, and moreover, her image in clay abounds in a vast corpus of 
figurines, throughout the Mediterranean490. What the particular thesis examined, is 
her connection to the Underworld through the terracotta offerings in a funerary 
context. 
The aim of obtaining the favour of chthonic deities for the protection of the dead was, 
according to most scholars, the reason people assigned figurines of certain types to 
graves. In the area of Macedonia, in particular, it was the goddess Aphrodite in her 
                                                 
485 Even though the zenith of the workshop, probably, begins in the mid-2nd century BC (Τζαναβάρη 
2002, 286). 
486 Τζαναβάρη 2002, 286. 
487 As it was analyzed in this thesis, a lot of the figurines are greatly affected by the coroplastic 
workshops of Myrina as far as drapery, contrasting movements, stance, bases are concerned 
(Τζαναβάρη 2002, 212). 
488 Τζαναβάρη 2002, 212. 
489 At this time, it has not been certified by the excavation a tomb of this type between the 1st cent. BC-
1st cent. AD. The political events of the period and the economical deficiency were probably the reason 
why the rock-cut chamber tombs ceased to exist (Τζαναβάρη 2002, 213). After the surrender of Veroia 
to the Romans in 168 BC, the nobles were removed from the country, and this has been associated with 
the disappearance of the large funerary monuments at that time (Tataki 1988, 435). 
490 Miller-Ammerman 1990, 38. 
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chthonic hypostasis that dominated the pantheon of large cities such as Veroia and 
Pella, from the late Classical Period and throughout the Hellenistic491. 
Female busts of the 4th century BC found in burials of women have been associated 
with chthonic Aphrodite492. At the end of the 4th century BC, the busts disappear, and 
a great variety of types of Aphrodite, appear as figurine grave offerings, in 
iconographical types already known from the sculpture. This confirms the continuous 
worship of Aphrodite in Macedonia until the Roman Period493. 
Mystery cults and eastern influences 
The choice of iconographic types appears to be directly influenced by the soteriological 
perceptions of groups that had access to the East and its mystery cults494. The 
stimulation of religious osmosis was a product of Alexander III’s expansion to the East, 
not only regarding territorial expansion but also cultural. However, this caused 
insecurity in the individual citizen of a now vast empire and thus, mystery cults and 
their promise for immortality constructed a venue for personal salvation495. 
Out of the four burials presented in this thesis, the three had terracotta figurines of 
Aphrodite with attributes of Isis-Tyche, Adonis, and Dionysus. All three are bound by a 
common motif: the dying god who has been resurrected. 
The worship of Isis-Aphrodite was widespread in Egypt but also in Greece, in territories 
where the worship of Egyptian gods was flourishing496. An inscription from Sarapieion 
C497, for example, at Delos, uses “Aphrodite” as an epithet for Isis: “Ίσιδι Αφροδίτη 
                                                 
491 Λιλιμπάκη-Ακαμάτη 2017, 36. 
492 Busts are more easily interpreted when found in sanctuaries, thus they can represent Hera, Demeter, 
Persephone, Athena, Artemis or Aphrodite. In a funerary context it is more difficult to determine the 
deity, however, it is crucial that the primary use of a bust is within cultic context and its grave use comes 
after (Τζαναβάρη 2002, 223).   
493 Λιλιμπάκη-Ακαμάτη 2017, 37. 
494 Μποσνάκης 2014, 173. 
495 Moss 2017, 38. 
496 Τζαναβάρη 2002, 156-157. The assimilation of Aphrodite with Isis began at early time. An inscription 
from Perinthus, Artemidorus, a priest, made a dedication to Isis-Aphrodite and dates, according to some 
scholars, from the 3rd or 4th century BC (Heyob 1975, 49). 
497 The majority of the monuments from Serapieion C date to the second half of the 2nd century BC 
(Moss 2017, 75). 
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Δικαία.”  In Veroia, Aphrodite was co-worshipped with Isis, at a temple dedicated to 
the latter, as it occurred in Thessaloniki and Dium as well498.  
Blending Egyptian beliefs and Greek iconography was not uncommon during the 
Hellenistic period. As early as the in the 7th century BC, when Greeks settled in 
Egypt499, early assimilation of Greek and Egyptian deities began. However, the 
complete hellenization of the Egyptian religion was completed during the Hellenistic 
era. Incomprehensible elements from the Egyptian cult were rejected or modified, 
while the iconographic types of the Egyptian deities were adapted to the Greek 
standards500.  
Isis became syncretized with Greek deities, such as Demeter Aphrodite and one aspect 
of her divine hypostasis was her patronage over motherhood501. This manifestation of 
motherhood is evident in the burial of one little girl502 who among the numerous 
offerings of kourotrophoi, also has a figurine of Aphrodite with Eros-Harpocrates, both 
holding cornucopias, a symbol associated with Isis-Tyche503. Thus, not only mother-Isis-
Aphrodite protects the girl in the world of darkness, but the strong reflection of the 
initiation of the girl into the Isiac cult is also evident, blended with the prevalent deity 
of the Hellenistic period, Aphrodite. Additionally, Eros is fused with Harpocrates who 
has proclaimed his governance over the upbringing of children504. 
Moreover, as Aphrodite has a chthonian hypostasis in the burials of the period and 
even more in Veroia, she empowers that role by displaying herself as the nucleus of 
Isis’ cult, which is immortality. Isis had been recognized since early Egyptian times as a 
giver of life as she gave her own husband-brother, Osiris, life after he was 
                                                 
498 Τζαναβάρη 1993, 1677. 
499 Naucratis represents the first instance of organized Greek presence recorded in Egypt (see esp. 
Malouta 2015). Aphrodite and Isis may have been assimilated with the foundation of an archaic temple 
of around 600 BC, dedicated to Aphrodite in the same region (Moss 2017, 20). 
500 It is a process known as Interpretatio Graeca. For definition see Pakkanen 1996, 85. 
501 This was strongly promoted though her depictions holding or nursing Horus-Harpokrates (Moss 2017, 
38). 
502 Burial no.1. 
503 Τζαναβάρη 2002, 232. 
504 As an hymn from Chalcis in his honor informs us (Heyob 1975, 78). Eros is also a guardian of 
childhood and thus guardian of the dead child (Τζαναβάρη 2002, 232). 
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dismembered505. The certainty of an after-life was one of the most appealing features 
of this cult506. 
In the same way, the presence of the Phoenician god Adonis, dying in the arms of his 
beloved Aphrodite, symbolizes the hope of the relatives for the re-birth of their 
dead507. 
Dionysus has also risen from the dead and his worship in Veroia is attested from at 
least since the early Hellenistic period, as it is epigraphically confirmed and goes on 
until the imperial period508. His chthonic worship in particular, as he and his thiasos are 
portrayed in funerary monuments, reflects the hope of the mortals for the immortality 
of the soul and a happy posthumous continuation509. 
In the grave offerings of Veroia, Dionysus is not present himself. However, the 
prominent deity of the period, Aphrodite, is once again the representative of the god. 
She wears the Dionysiac mitra and wreaths with roses on her head and has Priapos by 
her side, bonding her with Dionysus and at the same time keeping the evil spirits out of 
the grave with his revealed erected phallus510. In the same way, the mask of Silenus 
serves both as an apotropaic element for the evil forces but could also be connected to 
a personal preference of the deceased for the theater. 
The effect of the Dionysian worship is evident in burial no.4, of a woman who seems to 
be from a wealthy background, as the abundance of the offerings indicates, for 
instance, the golden jewellery, the big and impressive pyxidae but also the terracotta 
figurines511. In all types of the Aphrodite figurines in this burial, the Dionysian elements 
are strong, such as the ivy-wreath, impressive stephanae and wreaths with roses and 
the Dionysian mitra, grapes, masks of Silenoi and Priapos. All the figurines, especially in 
the Sandalbinder type are of impressive size of a little more than a half meter high. The 
Dionysiac cult is strongly associated with the wealthy class as financial prosperity is 
                                                 
505 Heyob 1975, 50. 
506 Ibid., 60.  
507 Τζαναβάρη 2002, 233. 
508 Τζαναβάρη 2002, 228. 
509 Λιλιμπάκη-Ακαμάτη 2017, 39. 
510 Τζαναβάρη 2002, 225. 
511 Τζαναβάρη 2002, 32. 
  -73- 
linked with a joyful and luxurious life, and even more, the rock-cut chamber tombs 
were expensive funerary constructions512. 
As for the reason of Aphrodite with Dionysian symbols is present exclusively in female 
burials, the answer may be found in the Dionysiac world, a women’s world, above all. 
It is women who awaken Dionysus and then bring him up, females accompany him 
wherever he goes and they are the first ones to be overcome by his madness513. In the 
same way, Isis is also present in female burials as she protected the most important 
occasions of the life-cycle which included birth, marriage, and death514.  
It is therefore evident, that the multidimensional character of these deities, chthonic, 
ecstatic and fertility connected, allows for their cultic osmosis and co-existence515. 
Funerary Aphrodite 
Although the goddess is portrayed in Veroia’s tombs with iconographic types that were 
popular at the time, the funerary context determines the variations of these types and 
disconnects them from their mythological background. For instance, the anadyomene 
is no longer an Aphrodite ready to take her bath, but although the basic iconographic 
type is sustained, she is transformed into an anadyomene appropriate for a grave. In 
her hands, she holds trays with funerary sweets, libation vessels, loved objects of the 
deceased such as a guitar516 or a pomegranate as a symbol of re-birth. 
The food and drink the goddess holds, were part of a tomb feast performed by the 
relatives. It was considered, in antiquity, the utmost reward for the virtuous life the 
dead once had lived, thus honouring him with a deipnon by his grave, that delighted 
his spirit517. Now, it is the goddess herself who offers the funeral food and drinks to the 
deceased girl who is under her protection518. In some of Veroia’s tombs, grave 
                                                 
512 Τζαναβάρη 2002, 229. 
513 Otto 1965, 142. 
514 Heyob 1975, 80. 
515 Λιλιμπάκη-Ακαμάτη 2017, 36. 
516 Τζαναβάρη 2002, 226. 
517 Garland 1985, 110. 
518 Τζαναβάρη 2002, 225. 
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handless cups were found with burnt bones of birds inside519. The specific bones have 
been associated with the dead’s nutrition in the Underworld520. 
Another funerary symbol is the bird the girl beside Aphrodite holds, in the original 
synthesis of Aphrodite kourotrophos, made by the coroplasts Menas and Dionysios. 
Along with other animals, birds were sacrificed over the eschara so that the blood 
would run into the earth to appease the souls of the deceased521.  
Concluding, the main deity of the era, Aphrodite and her son Eros, take on  significant 
roles in the Underworld. The mother-Aphrodite is looking after the dead children, and 
Eros portrayed as infant or child, plays with animals as a child would do in real life. It is 
also evident that the wealthy clientele of the time and their connection to mystery 
rites, as well as the historical and political context, defined the rise and decline, around 
the 1st century BC, both of the terracotta figurine production as well as the large rock-
cut chamber tombs, which seems to have been closely connected to each other. 
In any case, unlike the relentless queen of the dead, Persephone, Aphrodite in the 
burials of the Hellenistic period from Veroia, is presented as a consoling goddess of the 
underworld, a benevolent goddess both of the living and the dead522. 
                                                 
519 Δρούγου and Τουράτσογλου 1998, 177-178.  
520 Sea-shells inside a pyxis in a rock-cut chamber tomb in Pella, have also been linked with the nutrition 
of the deceased (Λιλιμπάκη-Ακαμάτη 1994, 248). 
521 Alexiou, Yatromanolakis and Roilos 2002, 8. 
522 Λιλιμπάκη-Ακαμάτη 1994, 251. 
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Appendix  
 
Abbrevations 
Ar. Lys.  Aristophanes, Lysistrata 
Ath.  Athenaeus 
Paus.  Pausanias 
Plut. Mor. Plutarch, Moralia 
Thuc.  Thucydides 
 
ΑΔ   Αρχαιολογικό Δελτίο 
ΑΕ  Αρχαιολογική Εφημερίς 
ΑΕΜΘ   Αρχαιολογικό Έργο στη Μακεδονία και στη Θράκη 
EKM  Επιγραφές Κάτω Μακεδονίας 
AcoSt    Association for Coroplastic Studies 
BCH   Bulletin de Correspondance Hellénique  
LSJ  The Online Liddell-Scott-Jones Greek-English Lexicon 
(www.tlg.uci.edu/lsj) 
MET   Metropolitan Museum of Art 
SEG   Supplementum epigraphicum graecum (Leiden 1923–) 
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553 Τζαναβάρη 2002, pl.76, fig.270. 
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Figure 34 Herms of Priapos and Aphrodite, 
Olynthos, 1st half of 4th cent. BC556 
 
Figure 35 Herm of Priapos with 
cornucopia on his hand from Taras557 
 
Figure 36 Eros resting on the left arm of the 
figure. Re-construction from terracotta 
female mask from Olynthos, circa 460 BC558 
 
Figure 37 Detail of Anadyomene holding 
libation vessel, phiale mesomphalos559 
 
Figure 38 Silver phiale mesomphalos, Asia 
Minor560 
 
Figure 39 Eros-Harpocrates, Aeolis, 
Myrina561 
 
 
 
 
 
 
                                                                                                                                                 
554 Φιλαδελφεύς 1928, pl.9, fig.4. 
555 http://www.mfa.org/collections/object/aphrodite-and-priapos-152088. 
556 Robinson 1952, pl.II, fig.3. 
557 Levi 1926, 54, fig.55. 
558 Robinson 1952, pl. XIV, fig.21A. 
559 Τζαναβάρη 2002, pl.75, fig.268. 
560 Strong 1966, pl.9A. 
561 http://www.mfa.org/collections/object/statuette-of-eros-as-harpocrates-carrying-a-cornucopia-
152113. Burr 1934, pl.8, fig. 18. 
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562Topperwein 1976, pl.29, n.185. 
563 Τζαναβάρη 2002, pl.74, fig.266. 
564 Merker 2000, pl.62, fig.V20. 
565 http://cartelfr.louvre.fr/cartelfr/visite?srv=car_not_frame&idNotice=8076&langue=en. 
566 http://www.mfa.org/collections/object/head-of-aphrodite-the-bartlett-head-151059. 
 
Figure 40 Baby with contracted legs, Pergamon562  
 
Figure 41 Detail of Anadyomene holding the 
kanoen563 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 42 Popanon monomphalon from sanctuary 
of Demeter and Kore, Corinth564 
 
 
Figure 43 Miniature tray with funerary 
sweets from tomb, Aeolis, Myrina, 2nd- 
1stcent. BC565 
 
 
Figure 44 Aphrodite marble head with 
the bow-tie coiffure, Athens, circa 
330-300 BC566 
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567 Τζαναβάρη 2002, pl.69, fig.259. 
568 Τζαναβάρη 2002, pl.70, fig.260. 
569 Τζαναβάρη 2002, pl.70, fig.261. 
570 Τζαναβάρη 2002, pl.71, fig.262. 
571 Τζαναβάρη 2002, pl.72, fig.263. 
572 Τζαναβάρη 2002, pl.73, fig.264. 
 
Figure 45 Leaning Aphrodite from woman’s 
burial567 
 
Figure 46 Leaning Aphrodite from girl’s 
burial568 
 
Figure 47 Leaning Aphrodite from girl’s 
burial569 
 
Figure 48 Leaning Aphrodite from girl’s 
burial570 
 
Figure 49 Leaning Aphrodite from 
woman’s burial571 
 
Figure 50 Leaning Aphrodite with 
Egyptian elements from girl’s burial572 
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573 Τζαναβάρη 2002, pl.73, fig.265. 
574 http://www.mfa.org/collections/object/statuette-of-aphrodite-leaning-on-a-small-statue-152192. 
575 Steward 2012, 282, fig.12. 
576Higgins 1954, 129, fig.887. 
 
Figure 51 Leaning Aphrodite from girl’s burial573 
 
Figure 52 Leaning Aphrodite on 
archaistic idol, Aeolis, Myrina, circa 
150-100 BC574 
 
 
Figure 53 Archaistic idol, Athenian 
Agora, early Hellenistic575 
 
 
Figure 54 Eros at the top of a pillar, lake 
Copais, Boeotia, dated before the mid-
4th century576 
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Figure 55 Female with Isiac attire, detail, Ptolemaic 
oinochoe, early 2nd century BC577 
 
Figure 56 Queen Arsinoe ΙΙ with libation phiale, on 
oinochoe from faience578 
 
 
Figure 57 Drawing of intaglio of finger ring, showing an 
Arsinoe-like Tyche with scepter and double cornucopia, with 
the taenia hanging down. Late 3rd-early 2nd century BC579 
 
 
Figure 58 Reverse of octadrachm with double 
cornucopia, after 270BC580 (Pfrommer 2001 p. 40 fig 
28b) 
 
 
 
                                                 
577 Burr 1973, 166, fig. 123. 
578 Pollit 1986, 254, fig.274a. 
579 Pfrommer 2001, 35, fig.24d. 
580 Pfrommer 2001, 40, fig.28b. 
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581 Burr 1934, 34, pl.IV, fig.11. 
582 http://cartelfr.louvre.fr/cartelfr/visite?srv=car_not_frame&idNotice=8187&langue=en. 
 
Figure 59 Aphrodite holding a double cornucopia, late 1st 
cent. B.C., Myrina581 
 
Figure 60 Eros with cornucopia, Myrina, late 2nd cent.BC 582  
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Figure 61 Aphrodite soothing Eros with a toy, late 4th 
century BC, Tanagra583 
 
 
Figure 62 Aphrodite nursing Eros, Apulian red-figure 
squat lekythos 4th BC584 
 
Figure 63 Hera nursing Heracles, red-figure squat 
lekythos585 
 
Figure 64 Seated suckling kourotrophos, offering in 
baby burial from Acanthus, 375-350 BC586 
 
 
                                                 
583https://www.hermitagemuseum.org/wps/portal/hermitage/digitalcollection/06.+sculpture/305016. 
584 https://pia-journal.co.uk/articles/10.5334/pia.350. 
585http://www.britishmuseum.org/research/collection_online/collection_object_details/collection_image
_gallery.aspx?assetId=320621001&objectId=463602&partId=1. 
586 Archaeological Museum of Thessaloniki, Inv. No. I.156.112. 
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Figure 65 Seated kourotrophoi from Olynthus’ 
necropoleis587   
Figure 66 Seated kourotrophos588 
 
 
Figure 67 Statuette of woman wearing a stephane with a 
Herakles knot, Myrina. 50-20 BC589 
 
Figure 68 Detail of Eros, Tanagra, late 4th BC590 
 
                                                 
587 252, 254 from east cemetery, late 6th cent. BC, 254 mid 5th cent. BC from riverside cemetery. Robinson 
1931, 68, pl.32. 
588 Τζαναβάρη 2002, pl.80, fig.275. 
589 Pfrommer 2001, 22, fig.18. 
590 Higgins, 1986, 176, fig. 213. 
   
  -29- 
 
 
 
                                                 
591 Τζαναβάρη 2002, pl.56, fig.209. 
592 Τζαναβάρη 2002, pl.60, fig.221. 
593 Τζαναβάρη 2017a, 118, fig.4. 
594 Τζαναβάρη 2002, pl.59, fig.216. 
595 Λιλιμπάκη-Ακαμάτη 2000, 300, pl.44, fig.13. 
596 Steward 2012, 280, fig 11. 
 
 
 
Figure 69 Aphrodite kourotrophos 
with Eros by the hand, Veroia591 
 
 
Figure 70 Aphrodite kourotrophos 
with Eros on the shoulder, Veroia592 
  
 
Figure 71 Aphrodite kourotrophos 
with Eros and child, Veroia593 
 
Figure 72 Aphrodite kourotrophos, 
grave offering in Veroia594 
 
Figure 73 Aphrodite with Eros, votive 
offering in the Sanctuary of Mother 
of the Gods and Aphrodite595  
 
 
 
Figure 74 Aphrodite and Eros 
from Daphni, early Hellenistic596 
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597 http://www.louvre.fr/mediaimages/femme-couronnee-de-feuillage-dite-dame-baillehache-paris-
musee-du-louvre. 
598 Παπασπυρίδη-Καρούζου 1956, pl.6. 
599 Llewellyn-Jones 2003, 63 fig 67. 
600 Llewellyn-Jones 2003, 63, fig 68. 
 
 
 
Figure 75 Draped female, Tanagra, 3rd 
century BC597 
 
 
Figure 76 Eros next to Aphrodite, votive 
figurine from sanctuary, Corinth, 4th 
century BC598 
 
Figure 77  Full face tegidion599 
 
 
Figure 78  Tegidion thrown back off face600 
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Figure 79 Woman holding the right leg of a child601 
 
Figure 80 Kourotrophos synthesis from 
building complex at Lefkopetra, possible 
sanctuary of the 2nd century BC602 
 
 
 
 
 
Figure 81 Kourotrophos from the burial at Spelia, Eordea603 
 
                                                 
601 Κεραμόπουλος 1932, 126-127, fig.86.1. 
602 Στεφανή 2002 543, fig.18. 
603 Καραμήτρου-Μεντεσίδη 1985, pl.128γ. 
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Figure 82 Aphrodite kourotrophos with Eros on the 
shoulder (and second Eros by her hand), Veroia604 
 
 
Figure 83 Kourotrophos 
figurines from Ev. Michalis 
plot, Veroia605 
 
 
 
Figure 84 Detail of the girl at the kourotrophos 
complex, Veroia606 
 
 
Figure 85 Standing draped girl, either funerary or 
votive offering, 3rd cent. BC607 
 
Figure 86 Little Arktos, Vrauron, 4th cent. BC608 
                                                 
604 Τζαναβάρη, 2002, pl.65, fig.231.  
605 BCH 80, 313, fig.5. 
606 Τζαναβάρη 2002, pl.60,fig.222. 
607 Uhlenbrock 1990, 125, fig. 18. 
608 Κεραμόπουλος 1957, 76, fig.7. 
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Figure 87 Eros leaning against pillar609  
Figure 88 Androgynous Eros610 
 
Figure 89 Hermaphroditus, Myrina611 
 
 
 
 
Figure 90 Eros stroking a dog612 
 
 
 
 
 
Figure 91 Milesian canine. Therme cemetery, 450–400 BC613 
 
 
                                                 
609 Τζαναβάρη 2002, pl.83,fig.279. 
610 Τζαναβάρη 2002, pl.83, fig.280. 
611 Φιλαδελφεύς, pl.VIII, fig.6. 
612 Τζαναβάρη 2002, pl.84, fig.285. 
613 Koukouvou, 2017. 
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Figure 92 Eros followed by dog, Aeolis Myrina, early 1st 
century AD614  
       
Figure 93 Eros  playing with hare615 
 
Figure 94 Eros with rooster616 
 
Figure 95 Eros with rooster617 
                                                 
614 Burr 1934, pl.XI, fig. 27. 
615 Τζαναβάρη 2002, pl.85, fig.291. 
616 Τζαναβάρη 2002, pl.87, fig.300. 
617 Τζαναβάρη 2002, pl.87,fig.304. 
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Figure 96 Eros riding a swan618 
 
 
Figure 97 Eros reading a diptych619 
 
Figure 98 Complex of Aphrodite with dying Adonis620 
 
 
                                                 
618 Τζαναβάρη 2002, pl.88, fig.305. 
619 Τζαναβάρη 2002, pl.86, fig.298. 
620 Τζαναβάρη 2002, pl.89, fig.311. 
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Figure 99 Head of Dionysus with wreath of leaves and grapes 
Smyrna, 323–31 BC621 
 
Figure 100 Detail of leaning Aphrodite with ivy wreath, 
Veroia622 
 
Figure 101 Dionysus with mitra and flowers, Smyra623 
 
 
Figure 102 Detail of sandalbinder Aphrodite with mitra, 
Veroia624 
 
Figure 103 Dionysos with mitra, Taras, dated at mid-4th century 
BC625  
 
Figure 104 Detail of Sandalbinder Aphrodite with mitra 
and flowers, Veroia626 
 
 
                                                 
621 http://www.mfa.org/collections/object/head-of-beardless-dionysos-figurine-152025. 
622 Τζαναβάρη 2002, pl.69, fig.259. 
623 Vaphopoulou 1981, fig.37c. 
624 Photograph taken at the exhibition “Figurines: A Microcosmos of Clay”, at the Archaeological Museum 
of Thessaloniki. 
625 Higgins 1954, p.187, fig. 1346. 
626 Τζαναβάρη 2002, pl.77, fig.73 
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CATALOGUE OF THE TOMBS 
1. Spanos plot, 16 Oktovriou street (OT 104)  
Figurines 71, 46, 47, 50, 51, 66, 29, 48, 
30627. 
Tomb with single chamber, vaulted, cut 
out of the rock, aligned along a NE-SW 
axis. The access to the tomb was possible 
by a rock cut staircase, the largest part of 
which was destroyed during the 
excavation process. The door opening was 
blocked by rows of poros blocks. Three 
couches are arranged in the form of Π and 
a larnax is cut into the NE side of the west couch. The interior walls and the couches are 
coated with high quality white plaster.  
Dimensions: entrance, 1.80m height, 0.95m width; chamber, 2.95 x 2.95 x 2 m; larnax, 
0.86 x 0.50 x 0.32 m. 
Burials: The few skeletal remains found on the beds and the poor preservation of the 
figurines indicate that the chamber was repeatedly flooded with mud through the 
entrance. The main burial is probably that of a female and more likely that of a little girl 
located at the west couch, where a cervical vertebra, rib bones and a bony hair comb 
were found. A second female burial is located most likely on the east bed as a perone 
made of bone was found on the rock-cut pillow. 
The grave offerings of the west couch were mainly terracotta figurines, plain ware, 
lamps and an unguentarium.  
Dating: Beginning of second half of 2nd century BC. 
Τζαναβάρη 2002, 49-50.  
                                                 
627 Acc. Num. in the Archaeol. Museum of Veroia: Π2361, Π2364, Π2360, Π2376, Π2365, Π2359, Π2377, 
Π2375, Π2389 retrospectively.  
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2. Thomoglou plot, (OT280)  
 
Figurines: 31, 69, 70, 72, 
82628.  
Vaulted tomb with two 
chambers, cut out of the 
rock, aligned along a N-S 
axis. The access to the 
tomb was achieved through a rock cut staircase. The door opening was blocked by rows 
of poros blocks. Along the east and west side of the first chamber two couches form 
with rock-cut pillows and in the second chamber three couches form a Π shape. The 
interior walls are coated with white plaster.  
Burials: In the first chamber three inhumations and cremated bones were discovered 
(room B) and in the second chamber (room A) on the top of the couches were 
discovered three burials (two female and one male) and cremated bones. Two more 
inhumations were found at the space between the couches. 
Burial θ (room A) 
In the second chamber, on the south couch of the female burial, were placed terracotta 
figurines, golden jewellery, clay vases and bronze coins. 
Dimensions: entrance, 1.50 m height, 0.98 m width; 1st chamber, 2.30 m length, 3.24 m 
width; 2nd chamber, 3.28 m length, 2.70 m width; larnax, 3 x 2,08 m. 
Dating: Between the end of the 3rd – third half of the 2nd centuries BC. 
Τζαναβάρη 2002,30-31. 
Δρουγου and Τουρατσογλου 1998, 45-83. 
 
 
                                                 
628 Acc. Num. in the Archaeol. Museum of Veroia: Π1483, Π1491, Π1492, Π1484, Π2383 retrospectively. 
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3. T98, Karantoumani plot, Pythagoras street (O.T. 323)  
Figurines: 87, 88, 90, 93-98629. 
Small vaulted tomb, cut out of the rock, which imitates larger tombs of this type630, 
aligned along a N-S axis. The entrance was blocked by two poros blocks. 
Dimensions: entrance, 1.72m length, 0.48m 
width, 0.78m height. 
Burials: A young girl is buried here with a pyxis, 
golden earrings, a glass unguentarium631 and a 
large number of figurines.  
Dating: Around the middle 1st century BC.  
Τζαναβάρη 2002, 45-46. 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                 
629 Acc. Num. in the Archaeol. Museum of Veroia: Π4045, Π4084, Π4083, Π4050, Π4071, Π4070, Π4097, 
Π4080, Π4046 retrospectively. 
630 It should be the earliest example of this type (Τζαναβάρη 2002, 46). 
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4. Dinali plot, Pythagoras Street (O.T. 323)  
Figurines: 18-21, 27, 28, 45, 49632. 
One chambered rock-cut tomb, aligned along a S-N axis. Staircase of ten steps leads to 
the interior. At the west side of the staircase there is a rock cut niche, where a child 
burial was placed. The entrance does not bear a special architectural façade and was 
blocked by four sets of poros blocks. 
Dimensions: staircase, 4m x 1.56m (at south) and 1.90m (in front of the entrance); 
niche, 1.74 x 0.75 x 0.85 m.; entrance, m length, m width, m height. 
Burials: The tomb was disturbed by a current flood but it is assumed that three burials 
were inside the chamber: one presumably on the north couch, one in a niche and one 
on the floor between the couches. 
North couch: the findings of one bone at the conjunction of the west and north couch, a 
skull and other bones among grave offerings at the corridor of the chamber, led to the 
hypothesis that one burial of a female with abundant grave offerings was placed on the 
north couch, where a lot of jewellery was accumulated.  
Among the offerings impressive in size and number pyxidae, coins, lamps, golden 
jewellery, ware and unguentaria. With this burial are associated the terracotta figurines 
scattered either on the ground or on the surface of the couches.   
Dating: Around the mid-2nd century BC or a little later 
Τζαναβάρη 2002, 31-34. 
ΑΔ 37 (1982) 
 
 
 
 
 
 
                                                 
632 Acc. Num. in the Archaeol. Museum of Veroia: Π3111, Π3107, Π3156, Π3103, Π3109, Π3106, Π3118, 
Π3224 retrospectively. 
